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Abstract
There exists a cognitive dissonance between the current state of educational delivery systems and
the preparatory needs of the non-traditional student who desires a professional life outside of the
cultural norm. The aspiring professional painter, musician, poet, actor, novelist, photographer, or
dancer all fall into an educational category that is not properly served by current pedagogical
design at all levels. In order to address this problem of practice we must first identify common
themes present in a non-conformist, entrepreneurial life progression though the formative years.
To that end I will begin with a presentation of my own story, which encompasses all of the
critical phases of the journey travelled by a professional artist. The overall objective is to
illuminate each challenge faced by the singular artist as they progress though the phases of life
and career. Then, utilize the discoveries to suggest alternative adjustments as to how this
segment of the population can be nurtured and supported.

x

Chapter One - Introduction
Musicians – by David Ackert, L.A. Times
Musicians are some of the most driven, courageous people on the face of the
earth. They deal with more day-to-day rejection in one year than most people do in a
lifetime. Every day, they face the financial challenge of living a freelance lifestyle, the
disrespect of people who think they should get real jobs, and their own fear that they’ll
never work again. Every day, they have to ignore the possibility that the vision they have
dedicated their lives to is a pipe dream. With every note, they stretch themselves,
emotionally and physically, risking criticism and judgement. With every passing year,
many of them watch as the other people their age achieve the predictable milestones of
normal life – the car, the family, the house, the nest egg. Why? Because musicians are
willing to give their entire lives to a moment – to that melody, that lyric, that chord, or
that interpretation that will stir the audience’s soul. Musicians are beings who have tasted
life’s nectar in that crystal moment when they poured out their creative spirit and touched
another’s heart. In that instant, they were as close to magic, God, and perfection as
anyone could ever be. And in their own hearts, they know that to dedicate oneself to that
moment is worth a thousand lifetimes. (Ackert, 2013, p. 1)

The preceding is as close as you can get to the absolute truth regarding the life and
professional challenges of the artistic community. I know. I live it. Every day. Substitute any
artistic domain for musicians and the resulting picture of the arts practitioner will be unchanged.
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Dancers, writers, actors, filmmakers, and painters…they all feel essentially the same. Rejection,
financial challenges, disrespect, fear, self-doubt, and criticism are all part of an artist’s everyday
experience (Marchant-Haycox & Wilson, 1992; Thomson & Jaque, 2017). While the public in
general may not understand, or even care about, the trials and tribulations of the person whose
sole goal in life is to provide the world with beauty, the artist perseveres. Their chosen pathway
is not an avocation. It’s a calling. The eventual payoff of touching the face of beauty within
someone’s heart is what keeps them striving for personal excellence.
Having lived a life in pursuit of musical distinction as a professional, I have an intimate
understanding of the existential challenges faced by artists and why they pursue their dreams in
the face of emotional, financial, and cultural adversity. As an academic, educating aspiring
artists, I have seen the inadequacies of the educational system when it involves a non-conformist
segment of the student population. These experiences have informed my thinking on this subject
and served as the foundational data with which to present possible innovations to a system badly
in need of disruptive change.
Dissertation Overview
In this dissertation, I documented my experience as an arts entrepreneur with a focus on
complications involving cultural support, educational opportunities, and professional
preparation. I shared my personal and professional experiences and academic observations
through critical evocative autoethnography in order to provide first-hand context. Once the
analytical theoretical basis is defined and my story told, I then identified the connections
between those theories and my personal arc of experience through narrative thematic analysis.
Using this information as a starting point, I can then offer recommendations for the cultivation
and support of aspiring artists, especially in societal, educational, and professional contexts.
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There are not many sociocultural or educational research studies that examine the
complete picture of an artist’s life. Many existing studies are biographical exercises tracking the
lives of preeminent thinkers. Gardner (1993) provides an analysis of individual contextual
characteristics of intelligence based on seven eminent thinkers, and Simonton (1984) delineates
the root causes of why people labeled genius stand out from the rest of the population. While
these real-life examples in these writings fall into the “Big-C” category of creativity as described
by Kaufman and Beghetto (2009), they do so after a lifetime of evolution and personal change.
Kaufman and Beghetto’s hierarchical model of the “4 C’s” breaks personal creativity into levels
of competence that evolve longitudinally and can be traced through creative output and
recognition by the gatekeepers of a field or domain. Within my autoethnography, I identified
where in the four-stage spectrum of the 4-C model I was functioning as my career progressed.
The stages are; mini-c, little-c, Pro-c, and Big-C. Each increment represents a positive
progression in domain skills with Big-C as the penultimate position of eminence. For example,
when I first picked up a guitar I was most definitely in the mini-c group: just a kid with a record
player trying to learn Beatles songs. But by the time I began working in Los Angeles as a studio
musician and composer, my hard work paid off and I had achieved the Pro-c designation. Big-C
designation was, and is, dedicated to the transcendent players whose skills are far more advanced
than mine.
Where a creative person comes from and what they experience, where they are and where
they are going, are just as important as domain-specific artistic skills (John, Gropper, & Thiel,
2019). In order to contextualize this evolution, I looked historically into my personal and artistic
growth to create evaluative touchstones to track and define important characteristics, both
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internal and external, that must be addressed in order to support a developing artist in reaching
their goals and professional ambitions.
Problem of Practice
From the beginning of their journey, an artistic person, whose creativity is their main
currency, faces many struggles to realize their dream of working as an arts professional. In the
new creative economy (Florida, 2002), this struggle will continue for the life of the artist as the
value of this currency fluctuates within the fickle world of art distribution and consumption.
The problem, as I am approaching it, is three-fold. The lack of socio-cultural support
beginning at the earliest of the arts professional’s life stages, educational malaise as the personin-context grows emotionally and artistically, and the resulting unpreparedness of newcomers to
the field of commercial art production. When examining the three initial focus areas that make
up the problem of practice as they pertain to the growth trajectory of an aspiring artist, it is
imperative to understand what effect each component has on the individual at every stage of the
growth process.
These three integral points of focus represent the primary grouping of areas of significant
influence that are external to the subject of this research. Each constituent member of the
grouping not only has an effect on the others, but also has crucial weight and force on two
internal theoretical frameworks; creativity and motivation.
Creativity and motivation are baseline characteristics of an artistic being. I refer to them
as internal theoretical frameworks as they represent both what makes the ideas and the resulting
products produced that are unique to that individual, and the inspiration that drives this person
forward to manifest their artistic vision.
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In conclusion, the tripartite areas of significant influence represent the source of many of
the core problems encountered by the aspiring artist, and the duality of creativity and motivation
represent the core areas most affected by external sources.
Talent Development and the “Gifted Ones”
For this analysis, it is important to clearly define the demographic upon which the
resulting discoveries are focused. The initial area of concern is how talent, or the potential to be
productive within a specific domain, is discovered and nurtured. But first, we must define what,
or who, is gifted. There is a consensus that early identification of certain qualities, other than
general intelligence or IQ, is an important first step in nurturing talent (John et al., 2019;
Olszewski-Kubilius, Subotnik, & Worrell, 2016). Factors beyond innate talent play an important
role in the development of a person with above the norm skills. While domain-specific training
and practice are vital (Lehmann & Ericsson, 1997), personal and contextual influences such as
psychological characteristics and peer reinforcement also affect a student’s developmental
trajectory (Collins, Richards, & Kamin, 2007). Each domain has limitations at the age at which
the requisite skills become apparent and can be developed (Olszewski-Kubilius et al., 2016). In
the case of the arts, a certain level of proclivity can be recognized early in the developmental and
transitional stages of a young person (MacNamara, Holmes, & Collins, 2008). While the
giftedness of a student within a specific domain can be, and is recognized in many educational
settings, it is the ability of the educators to support and cultivate this talent that often falls short
(Ambrose, 2012; Ambrose & Sternberg, 2012; Cohen, 2011; Lehmann & Ericsson, 1997).
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Theoretical Frameworks
Contextual Components
The theory of creativity to be used in this application is Quantum Creativity (Goswami,
1996, 1999, 2014; Goswami & Goswami, 1999). This theory places creativity at the organismic
level rather than the mechanical or algorithmic level (Goswami, 1996). The concept of
organismic creativity requires the creator to have purpose through an interaction with the
mechanical aspects of art. Why does an artist strive to create something? Creativity exists on a
subconscious level before it is manifested into the physical plane. By incorporating the
organismic viewpoint, bi-directional linkages between motivation and creativity can more
effectively identified and analyzed (See Figure 1).

Figure 1. Five Lens Model for Thematic Narrative Analysis (Matthews, 2020).
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Two motivation meta-theories inform the study: Self-Determination Theory (Deci, 1975;
Ryan & Deci, 2000) and Thriving with Social Purpose (Ford, 1992; Ford & Smith, 2007). SelfDetermination Theory (SDT) addresses three basic psychological needs (competence, autonomy,
and relatedness) that promote motivation. Thriving with Social Purpose (TSP) defines the
dynamic relationship each constituent component has with all others within the model. The
constituent components, goals, capability beliefs, context beliefs, and emotions, react to each
other, and through that reaction, amplify and mutually reinforce each other (Ford & Smith,
2007). TSP and SDT are similar in many ways with only slight variations in the dynamic
makeup of the components. While the component parts of both theories are an internalized
picture of the person, TSP breaks it down further by combining capability beliefs and context
beliefs into what was just competence in SDT. Emotions can encompass much more than
relatedness, and goals can be much more nuanced than autonomy itself. For example, if the
person-in-context can align emotions and situations, in which they have salience, into a pattern
that facilitates progress towards a specific goal, this duality can be applied to strengthen resolve
through emotional wisdom (Ford & Smith, 2007).
These two motivational theories align with Amabile and Pratt’s (2016) Componential
Model of Creativity, in that, the dynamism of each model contributes to a constituent result of
the componential interplay. TSP theory, SDT theory and the Componential Model of Creativity
support the idea that each event within a creative’s life can have a dynamic effect on other
components within that person’s connective relationship with the art that inspires them.
Within this conceptual framework is a state of personal well-being called Flow
(Csikszentmihalyi, 1990, 1994, 1996, 2013, 2014). This concept is a state of mind where the
person experiences a loss of self-awareness and the task they are performing becomes the
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primary focus of their attention. Consciousness of time passing slips away. Flow can be directly
correlated with the internal makeup of both SDT and TSP. It has similar preconditions that when
satisfied allow the person to slip into a higher state of focus where the world slips away. The end
result, or Flow state, is a direct result of certain components creating a synergistic bond that
reenforces the creative task at hand. In this research project I view Flow as an after effect of the
dynamic interplay of the other components.
Socio-Cultural Influence
The influence of sociocultural norms begins at the earliest moments of a creative life, and
continues throughout a career and lifetime (Tenenberg & Knobelsdorf, 2014). Within a specific
culture, is it an acceptable choice to be a professional artist, in any domain, within the framework
of a creative person’s existence? Do the expectations of family, peers, and other influential
people create a source of support or of abandonment (Amabile, 2018; Amabile & Pillemer, 2012;
Burns, Corte, & Machado des Johansson, 2016)? It is important to include this aspect of
contextual analysis because my formative years were influenced by the culture in which I was a
member. This would not be the same for others who reside within a completely different cultural
framework and value system. The differences in contextual experience do not, however, prohibit
an analysis of the commonalities of affect.
Three theoretical frameworks regarding socio-cultural influences on creativity informed
the study: 1) collectivism vs. individualism; 2) cultural variation on the definition of what is
creative; and 3) the effect of cultural norms on familial and peer influences.
This small group of concepts regarding the socio-cultural effect on creativity are but a
few of many. The expanse of cultural values and norms are contextual or situational in nature.
For example, a strong and supportive family unit will, in most cases, have a positive effect of
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motivation and by extension creativity. The collective that nurtures the aspirations of the
developing artist is the antithesis of a non-supportive collective that will require the artist to rely
on themselves for inspiration and training. If there is a variance of the definition of what is
creative between the family unit or peer group and it does not line up with the artists perception
of what is creative, the clash of this value system can hinder creative growth. In my case it was
the dramatic change in popular music in the 1950’s and 1960’s. Our parents hated our music
which made it even more enticing.
Cultural norms and values are ever evolving as time progresses. We are going through a
seismic shift in cultural awareness in American society as this is being written. As culture
evolves, so do the norms it values and applies to the evaluation of any external act. Art and
creativity suffer through these events and many acts of creation are not recognized as useful until
many years after the actual revealing of the work. This effect does not, nonetheless, lessen the
importance of a work of art at its inception.
I included my personal experiences with these three theoretical frameworks within my
autoethnography in order to reinforce the importance of the inclusion of sociocultural factors
within the study of contextual creativity. The ability to experience a positive or negative event
and add the lesson learned into the context of the self, produces the emotional wisdom needed to
move forward through life. The knowledge becomes a catalog of ideas embedded within the
motivational framework.
The Disenfranchisement Dilemma
For the non-conforming student, the structure of public education may, or most likely
will, have a detrimental effect on their personal growth and creativity (Robinson, 1999). For this
particular group, of which I am part, the rigid delivery structures and mandated requirements
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entrenched in most academic situations are not always appropriate, or successful, educational
design elements (Ambrose & Sternberg, 2012; Bowman, 2011). Disenfranchisement is the effect
of an incompatibility between the needs of students and the product provided by the educational
system. While disenfranchisement is not confined to just this segment of the population, for the
purpose of this study I referred to the aspiring artist as the target of this characteristic. This
disenfranchisement begins early in life. By the time young people self-identify as artists (Adams
& Kowalski, 1980), they are most likely in the clutches of a public educational system that
values conformity over uniqueness (Robinson, 1999; Sorokin, 1957). Even with the best support
systems in place, a lack of backing for the arts as a profession can alienate aspiring students. The
arts are treated as extra-curricular in the current test-heavy public school structure (Robinson &
Aronica, 2009). Self-identified artists often find no purchase for their ideas or passion.
Disenfranchisement can take hold and, without redirection, become a source of frustration (Hidi
& Harackiewicz, 2000). The results are often lower student performance and reduced educational
opportunities (Ambrose & Sternberg, 2012; Archer, 2008) While segmenting, or siloing, of the
different arts educational domains will continue throughout the life of the artist, the roots of
separation take hold right from the beginning of their journey. Imagine a world where budding
scientists, technologists, engineers, or mathematicians weren’t offered any K-12 coursework that
addressed their professional goals and desires (Noyce & Lettvin, 2019). This is the initial world
of the self-identified artist.
Professionalism in Art
Once a student artist completes their training, they must enter a new world where
protections from failure are non-existent. In an academic setting, a less than satisfactory grade
can be suffered, but in the real-world performance can either lead to profitable work or relegate
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you to the sidelines in a swift and cruel manner. It is for this reason I emphasize the inadequacies
of the treatment of the arts as a profession in most educational paradigms. My career included
success and failure, compromise and resistance, and reflects how an unprepared artist can suffer
unforeseen setbacks by making a bad choice. For example, just the duality of a commitment to
commercial art (making art for money), and purist art (art production guided by only the artists’
inspiration without financial concerns), can be a pivotal choice. There are a multitude of general
mistakes (misreading the market for your services), or contextual mistakes (turning down a
specific job that could be important to your career) that could be avoided with proper preparation
prior to entering the workforce. These complications can make artists even more vulnerable and
susceptible to uninformed decision making (Baumol, 1996; Florida, 2012; Hall, 2016; Menger,
2001).
Research Rationale
The study was informed by the integral duality of creativity and motivation and how
critical factors of each concept function as an essential, bi-directional feedback loop (Amabile &
Pratt, 2016). These two important internal characteristics of the aspiring artist will function as the
primary theoretical framework. This study focuses on three areas of significant external
influence that artists need to overcome as their artistic life evolves: socio-cultural influence,
educational disenfranchisement, and professional complications (Amabile, 1998; Ambrose,
2012; Ambrose & Sternberg, 2012; Baumol, 1996; Catren, 2017; Glăveanu, 2018; Glaveanu et
al., 2019; Olszewski-Kubilius et al., 2016). These three dynamic components interact with the
primary theoretical constructs (quantum creativity theory and motivational theory), and each
other, and by doing so create a more detailed and nuanced image of the artist-in-context (Deci,
1975; Goswami, 1996; Ryan & Deci, 2000).
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As a self-identified artist from an early age, my life experiences are an appropriate
foundational resource for this study. My professional career began at the age of ten. The culture
surrounding my chosen domain had, and continues to have, a deep influence on how I interact
with the world. Even though I was a high school dropout, I was able to pursue an advanced
degree in music, which led me to eventual entrance into the professional music business. After
retiring from over a quarter century as a composer in Hollywood, I became the founder and
designer of an accredited Associate in Science degree in Music Technology at a community
college. This vast life personal and professional experience provides a wealth of information
from which to extract important data points to compare to existing research literature on the
subject.
Research Questions
1. How do the five integral components manifest themselves within my critical evocative
autoethnography?
a) How did creativity manifest itself within my own artistic journey?
b) How did motivation affect my life as an artist, and in what ways did it affect my
creativity?
c) How did socio-cultural influences affect my development as an artist, and what
influence did these have on my motivation and/or creativity?
d) How did academic disenfranchisement affect my personal growth and artistic
temperament?
e) What effect did professional complications have on my creative choices and did these
complications (or creative choices) affect my artistic and professional goals?
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Methods
The first level of this study is a critical evocative autoethnography. I discussed how
achievements during a career in the arts and the emotions, fear, elation, triumph, and defeat I
experienced along the way. My autoethnography includes historical context, my interactions
with various influences presented to me, and the challenges those influences introduced. The
objective is to present the full picture of my journey--not just the artistic experiences or
accomplishments. The whole person-in-context reveals vital information concerning the
possibilities for growth and artistic maturation.
Then, using thematic narrative analysis (Butler-Kisber, 2017; Clandinin, 2007; Kim,
2016), I examined the most seminal component characteristics in my trajectory as an artist, and
how the interaction of each component, or component group, affected each of the others. I first
looked at the creativity/motivation bi-directional interface, then investigate the dynamism the
three areas of significant influence imposed on the main theoretical frameworks, and each other.
An inductive/deductive hybrid comparative analysis of my critical evocative
autoethnography provides a contextual basis for understanding the broader application of these
theories across all disciplines (Butler-Kisber, 2017; Clandinin, 2007; Kim, 2016; Theophilus,
2018). Based on the findings of my analysis, I identified possible pedagogical pathways that take
the contextual information into account. These pathways can lead to future discoveries that will
enhance the arts student experience.
Terminology
Creativity
Quantum Creativity. …that a thought is a quantum object that appears and
moves in the field of our internal awareness just as physical objects appear and move in
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ordinary space. But thoughts appear in awareness only when we are actually thinking.
Where does a thought go between measurements, between moments of thinking? It
returns to its original state as a wave of possibilities of meaning. Exactly like material
quantum objects, thoughts exist in consciousness as transcendent potentiality of many
possible meanings; collapse manifests them in a form that now has complementary
attributes, such as a specific feature and association (Goswami, 2014, p. 33).
Organismic theory. Organismic theories argue that human phenomena like
creativity (and the phenomena connected with organisms, in general) must involve more
than mechanistic, causal explanations; they must involve purpose (Goswami, 1996, p.
47).
Domain-specificity. Research has shown that just as expertise in one domain
does not predict expertise in other, unrelated domains, creativity in one domain does not
predict creativity in other, unrelated domains. People may be expert, and people may be
creative, in many domains, or they may be expert, or creative, in few domains or none at
all, and one cannot simply transfer expertise, or creativity, from one domain to another,
unrelated domain. The domain specificity of creativity matters crucially for creativity
training, creativity assessment, creativity research, and creativity theory. The domain
specificity of creativity also means that interdisciplinary thinking, interdisciplinary
collaboration, and interdisciplinary creativity are even more important than one would
assume if creativity were domain general (Baer, 2015, p. 1).
Mechanical theory. In material-realist theories (also called mechanistic), the
mind is regarded as a machine of Newtonian classical-physics vintage that is strictly
determined by antecedent causes (Goswami, 1996, p. 47).
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Giftedness. The manifestation of a performance that is at the upper end of the
range in a certain talent domain. Giftedness is not limited to academic achievements only,
but also encompasses other domains such as sports, music, arts etc. (John et al., 2019, p.
2).
Talent development. Defined as the outstanding mastery of systematically
developed competencies (knowledge and skills) in any field of human occupation, to a
level that places the individual among the top 10 % of learning/training peers (Gagné,
2015, p. 282).
Self-Determination Theory
Self-determination Theory (SDT). SDT is an approach to human motivation and
personality that uses traditional empirical methods while employing an organismic
metatheory which highlights the importance of humans' evolved inner resources for
personality development and behavioral self-regulation. The three essential needs are
defined as competence, autonomy, and relatedness. Each component is an important
building block of SDT and can dynamically alter the outcome of a particular experience,
whether it’s a creative event or an event outside the realm of creativity (Ryan & Deci,
2000, p. 68).
Extrinsic Motivation. The performance of an activity in order to attain some
separable outcome and, thus, contrasts with intrinsic motivation, which refers to doing an
activity for the inherent satisfaction of the activity itself (Ryan & Deci, 2000, p. 71).
Intrinsic Motivation. The construct of intrinsic motivation describes this natural
inclination toward assimilation, mastery, spontaneous interest, and exploration that is so
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essential to cognitive and social development and that represents a principal source of
enjoyment and vitality throughout life (Ryan & Deci, 2000, p. 70).
Relatedness. The need to feel connected to others (Wang, Liu, Kee, & Chian,
2019, p. 1).
Autonomy. Self-directed freedom, moral independence, and locus of causality
(Ryan & Deci, 2000).
Competence. Competence means that you have the ability to do something well.
You are capable of performing a task or job effectively. In contrast to intelligence,
competence is straightforward and transparent. Competence on a task or job means that
you have some ways of thinking or behaving that matter for performance on that task
(Sieck, 2020, p. 1).
Organismic Integration Theory (OIT). This sub-theory of SDT addresses the
topic of extrinsic motivation in its various forms, with their properties, determinants, and
consequences. Broadly speaking, extrinsic motivation is behavior that is instrumental—
that aims toward outcomes extrinsic to the behavior itself. Yet, there are distinct forms of
instrumentality, which include external regulation, introjection, identification, and
integration. These subtypes of extrinsic motivation are seen as falling along a continuum
of internalization. The more internalized the extrinsic motivation, the more autonomous
the person will be when enacting the behaviors. OIT is further concerned with social
contexts that enhance or forestall internalization—that is, with what conduces toward
people either resisting, partially adopting, or deeply internalizing values, goals, or belief
systems. OIT particularly highlights supports for autonomy and relatedness as critical to
internalization (Ryan & Deci, 2000, p. 72).
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Cognitive evaluation theory (CET). CET is another sub-theory of SDT which
specifically addresses the effects of social contexts on intrinsic motivation, or how factors
such as rewards, interpersonal controls, and ego-involvements impact intrinsic motivation
and interest. CET highlights the critical roles played by competence and autonomy
supports in fostering intrinsic motivation, which is critical in education, arts, sport, and
many other domains. (Ryan & Deci, 2000, p. 70)
Thriving with Social Purpose
Thriving with Social Purpose (TSP). TSP results when the four components of
human motivation--goals, capability beliefs, context beliefs, and emotions--are amplified
in dynamic, mutually reinforcing patterns. The TSP framework also emphasizes positive
(discrepancy increasing) feedback cycles that accelerate learning and competence
development, facilitate meaningful change, and promote personal and social well-being
(Ford & Smith, 2007, p. 153).
Motivation Systems Theory (MST). A coherent, unified description of the basic
substance of human motivation – what it is, how it works, and how it impacts what
people do and how well they do it (Ford & Smith, 2007, pp. 155-156).
Socio-Cultural Influences
Socio-cultural Influences. Human action is intrinsically creative (Joas, 1996)
because, at each point in time, it is embedded within a horizon of possibility. This space
of possibility, however, is also, at all times, constrained (by our intentions, by physical
affordances, by cultural norms; (Glaveanu, 2012a). Therefore, in most situations of our
everyday life, we are faced with a relatively predictable future in terms of the things we
do and the way we interact with others or use objects; this generates a set of expectations
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about the social and material reality we inhabit. Such predictability defines the space of
the “conventional” ... as the relatively narrow tunnel of options emerging from the
artifact. (Glǎveanu, 2015, p. 168)
Collectivism. In the case of collectivism, it is centrality of the collective within
the dynamic interplay of various influences, family, tribe, work organization, consumer
group, state, ethnic group, or religious group (Triandis, 1993, p. 2).
Individualism. In the case of individualism, the organizing theme is the
importance of the autonomous individual within societal constructs (Triandis, 1993, p. 2).
Autoethnography
Critical Evocative Autoethnography. Ascertaining vital and often unforeseen
connections between personal experiences and cultural experiences; identifying
manifestations of power and privilege in everyday practices; discerning social injustices
and inequities; and describe beliefs and practices that should— and should not—exist (T.
E. Adams, 2017, p. 79).
…focusing on the functions of stories and storytelling in creating and managing identity;
the forms of story-telling that individuals use to make sense of lived experience and
communicate it to others; the relational entanglements that permeate how life is lived and
told to others; and reflexive dimensions of the relationship between storytellers and story
listeners (Bochner & Ellis, 2016, p. 52).
Professionalism
Entrepreneurship. The Entrepreneurial Process involves all functions, activities,
and actions associated with perceiving opportunities and the creation of organizations to
pursue them. An Entrepreneurial Event involves the creation of a new organization to
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pursue an opportunity. Based on those two definitions, it is possible to define an
entrepreneur as follows: An Entrepreneur is someone who perceives an opportunity and
creates an organization to pursue it (Bygrave, 1993, p. 257).
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Chapter Two: Literature Review
In order to frame the five integral componential constructs that provide insights into the
artistic experience, as put forth in my autoethnography, I first define each component as an
isolated entity, then examine the results of the dynamic interaction of the entire grouping. It is
this interaction that results in a contextual picture of my experience that could be extrapolated to
unique individuals following the same path.
First, I discuss how the dynamism of the creativity/motivation duality provides an
internal hierarchy of emotions and psychological underpinnings of the artistic ethos. This is
followed by a discussion of how the areas of sociocultural influences, educational
disenfranchisement, and arts business complications introduce dynamic, and possibly
destructive, components external to the subject. The existing research literature does not directly
assess all of the aforementioned aspects in all stages of personal development. By working
through motivation meta-theories and creativity theoretical frameworks, cultural considerations,
disenfranchisement triggers, and professional barriers to success, I compiled a grouping of
resources to assist in mapping my arc of experience as it compares to peer reviewed research
(See Figure 2).
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Figure 2. Episodic Arc of Experience (Matthews, 2020).
Creativity: The Tie that Binds
Why Use Creativity as a Primary Component?
While navigating research studies relevant to this problem, a commonality revealed itself.
Despite inherent obstacles, the existence of creativity is a constant characteristic of the dedicated
artist, no matter how a professional trajectory is affected by external or internal influences. If
artists are intrinsically motivated within a specific artistic domain, understand what creativity is,
and how it relates to them and their craft, they can then make cogent decisions regarding their
professional trajectory (Baer, 2016a). Creativity is the binding agent that allows artists in all
domains to understand themselves and to identify with others, to forge working relationships. No
matter how much solitude is required to do the work, the artist benefits from the experience of
others within this conflagration of creative thought (Sawyer, 2007).
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Defining Creativity
In order to frame discussion on the definition of creativity, it is important to state my
positionality as a researcher. In my opinion, defining creativity is like defining the soul or
personal spirituality. It’s deeply intimate, ephemeral, and constantly evolving. It is unique to the
individual and begins and ends within that singular human’s lifespan. The work generated over a
lifetime is the documentation of a creative life, and that work influences succeeding creative
thought.
While examining the peer-reviewed research, many of the definitions address either
creative processes or the manifestations of creativity. In my view, these are tangential and do not
adequately define creativity as much as what creativity can produce and how it can be evaluated.
In The Standard Definition of Creativity, the authors provide a very simple characterization:
“Creativity requires both originality and effectiveness” (Runco & Jaeger, 2012, p. 92). This
theory is an extension of seminal writings on originality and cultural considerations from the
1950’s (Barron, 1955; Stein, 1953). There is an inherent problem with this definition (Colin,
2017). The two primary ambiguities are context of the creative event and its evaluation, and the
subjectivity of the judges. I agree with this criticism, especially regarding the subjectivity of the
judges.
Mihaly Csikszentmihalyi (1988) takes a similar view with originality, value, and
implementation as defining characteristics of creativity. He does elaborate, however, using a
simple systems model. This is still insufficient, as it contains the same ambiguities as the
previous definition (Runco & Jaeger, 2012). By introducing a tripartite model containing the
person, the domain, and the field, Csikszentmihalyi describes each component as integral to
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defining what is creative and what is not. Once again it is evaluation of a manifestation of
creativity rather than a definition of creativity itself.
In their work exploring the common aspects of aesthetic, flow, and spiritual experiences,
another group comes closer to a definition by attaching a mystical aesthetic quality to the
creative experience (either as a creator or consumer) using the theories of John Dewey (1934) to
contrast those of Csikszentmihalyi (Uhrmacher, Moroye, & Conrad, 2016). By comparing the
flow experience with an aesthetic experience, the authors clearly differentiate the Dewey/
Csikszentmihalyi theories. According to Csikszentmihalyi, there are a specific set of
preconditions to attain the flow experience (Csikszentmihalyi, 1990). However, Dewey
maintains that all an aesthetic experience needs is a trigger (Dewey, 1934, p. 135). This trigger
could be a smell, a sound, or a visual image. This description of an aesthetic experience
approaches a thicker description, but does not have the same resonance or specificity, in my
opinion, as Quantum Creativity theory (Goswami, 1996). The premise of Quantum Creativity is
that while the brain and its vessel (the body) are codependent on each other to survive, the brain
can act autonomously, just as it does when dreaming, breathing, or any other involuntary process
(Freud & Strachey, 2010). For example, in psychoacoustics the brain acts as an auto-locator
triangulating positional data through the auditory nerves. This is not an intellectual experience it’s primal (Fastl & Zwicker, 2007; Neuhoff, 2004). Dreams can hold onto external stimuli and
experience, or run down the path of unknown, imaginary vistas of thought. Quantum creativity
exists as a singular personalized trait outside of external or internal filters (Durant, 2002;
Goswami, 1996; Pandarakalam, 2017; Roy, Banerjee, Sengupta, & Ghosh, 2017). For example, a
child’s imagination is a creative wonderland free from constraint in its purest form. Only as a
series of modifiers, or filters, are introduced does that pure concept become increasingly opaque.
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It’s the creative equivalent of the Tabula Rasa or clean slate (Locke, 1841). Parallels can be
drawn between quantum mechanics and creative ideations (Goswami, 1996). In creating unique
conceptual pathways by differentiating between functional creativity, situational creativity, and
quantum functionalism, Goswami (1996) points toward a state of being that transcends classical
or traditional mechanical theory. Creativity resides within the psyche as a potential event.
Classical mechanical theory deals with what can be observed and quantified and is based on
Newtonian physics. This is in contrast to quantum theory which studies those potential events
rather than observable events.
For the purposes of this inquiry, I referred to quantum creativity whenever I use the term
creativity. The rationale is that if we allow creativity to exist as an irrevocable internal
characteristic of the human mind, free from definitive characterization, we can then examine and
identify each important area of significant influence of external factors on the manifestation of
creative ideation.
Creative System Models
A rich definition of the creative process is provided through the lens of system models as
outlined by Amabile (1988) and Amabile and Pratt (2016). While it does not address the
definition of creativity, this research is important for its clarity on the dynamism of the creative
process. The dynamic systems concept is crucial to understanding the interplay between the
various influential components present within the act of creation. It is especially important that
motivational theory, specifically intrinsic and synergistic extrinsic motivation, be integrated into
the creative systems model. Creativity and motivation act as bi-directional dynamic influences
internal to the artistic process. Once the external sources of significant influence (sociocultural
norms, disenfranchisement, and professional work life) are introduced, a clearer picture of the
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artist-in-context is revealed. The contextual analysis of my story reveals a dynamic system of
personal characteristics or external components and how they connect in various combinations of
influential constructs to impact my growth as an artist.
Motivation: The Hidden Driver
Why Use Motivation as a Primary Component?
Motivation theory has innumerable connections with creativity and creative processes.
The two theoretical constructs feed off each other in a bi-directional dialog (Beth A. Hennessey,
2010). Motivation inspires creativity, whereas creative successes provide a basis for motivation.
The challenge is to narrow the conceptual field to the most relevant theories and define the
connectivity between each. To include all available research is beyond the scope of my inquiry.
Approach and avoidance theory (Elliot, 1999), achievement goal theory (Wentzel & Wigfield,
2009), and expectancy-value theory (Wigfield, Tonks, & Klauda, 2009), all have a place in the
complexity of artistic thought and temperament, but to begin to understand is to begin at the
most basic core concepts. The focus of my research was two overarching meta-theories; SelfDetermination Theory (SDT), which includes various aspects of motivational theory and,
Thriving with Social Purpose (TSP), which also includes motivational components.
In Self Determination Theory (STD), the authors begin their study of the interplay of
three component factors with a discussion of the “prototypic manifestation of the human
tendency toward learning and creativity…” (Ryan & Deci, 2000, p. 69). The satisfaction of three
basic psychological needs for autonomy, competence, and relatedness within a social context are
associated with optimal human development and well-being (Ryan & Deci, 2000, p. 68). An
individual’s interaction with social contexts can either support or diminish creative thought and
intrinsic motivation.
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If I focus on the three primary contributors to intrinsic motivation as detailed by Ryan
and Deci (2000), I can then begin to discover and delineate the inherent connection with the
creative mind of the artist-in-context. For example, if autonomy is defined as self-directed
freedom and moral independence and locus of causality, how do the artistic compromises made
in a professional setting affect one’s creativity and motivation (Banks, 2010)? If competence is
akin to domain expertise (Kaufman & Baer, 2005), how is one’s motivation affected by the lack
of skillset matching to the task in a specific domain, and will that influence creative ideation?
Finally, how can a connection with others (relatedness) foster motivation and creative thought?
Culture, family, peers, and artistic disciplines all have connectivity embedded within the unique
structure of each sphere.
Thriving with Social Purpose (TSP) is a conceptual framework that focuses on the
motivational results when goals, capability beliefs, context beliefs, and emotions influence each
other in a dynamic pattern of amplified reinforcement (Ford & Smith, 2007). While similar in
concept to the Amabile/Pratt dynamic model (2016), TSP outlines the componential dynamism
within motivational theory rather than using motivation as a component in a larger model of
general creativity. Ford and Smith’s focus on the “person-in-context” (p. 153) provided me with
the inspiration for an artist-in-context systems model. The TSP model illuminates the idea that
optimal functioning (systemic efficiency, coherence, and balance) contributes to the flow
experience (Csikszentmihalyi, 1990), which in turn can trigger creative thought, which then can
loop back into the motivational model through positive outcomes. The important discovery is the
analysis of “broad, integrated patterns” (Ford & Smith, 2007, p. 153) rather than isolated
components of motivational theory. The idea that everything influences everything is a key
analytic point in the study of the creative mind.
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In the pyramidic model Ford and Smith make the case for a tripartite set of unified
components representing motivation systems theory (MST). It consists of goals (G), emotions
(E), and personal agency beliefs (PAB). A series of amplifiers are then introduced that will have
either a positive or negative affect on the three components. Social purpose (SP), active approach
(AA), personal optimism (PO), mindful tenacity (MT), and emotional wisdom (EW) all interact
with the MST components and produce an amplification or reinforcement of each constituent
component (Ford & Smith, 2007, pp. 156, 161).
The SDT and TSP theories begin to unpack the direct connection to creativity and the
overall importance of mutual dynamic, componential, amplification within the
creativity/motivation dyad.
Self-Identification as an Artist: Intrinsic Value of Domain Identification
Intrinsic and extrinsic motivational theories play an important role in my concept of the
self-identified artist. Acknowledging and understanding how intrinsic and extrinsic motivation
influence creative thought is an important concept embedded deep within the choice to become
an artist and selection of a particular domain (Amabile, 1993; Da Costa, Páez, Sánchez,
Garaigordobil, & Gondim, 2015; Deci, 1975; Grant & Berry, 2011). There have been arguments
in the field over negative effects of utilizing extrinsic motivation, which have opened up a
middle ground of circumstances where synergistic extrinsic motivation may have a positive
impact (Amabile, 1993; Amabile, Hill, Hennessey, & Tighe, 1994). Intrinsic motivation, the
concept of doing something for the pure satisfaction of doing it, is critical to an artist’s choice of
domain. Intrinsic motivation allows the artist to believe in the task choice and supports creative
thought through a positive psychological state (M. E. P. Seligman & Csikszentmihalyi, 2014).
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How do motivational theories inform, and relate to, a dynamic model of interactive
creative and motivational characteristics?
If we look at the integration of motivational theory (specifically intrinsic and extrinsic)
into the dynamic componential model of creativity (Amabile & Pratt, 2016), and TSP theory
(Ford & Smith, 2007), connective patterns emerge that assist in creating the image of the artistin-context. For example, if the defined preconditions of flow as a motivational construct are
achieved (clarity of goals, balance of skills/challenges, and timely feedback), an autotelic drive
to be creative and reach an out-of-body temporal displacement becomes integrated into the
creator’s processes (Csikszentmihalyi, 2013). Once the loop is established, sustainability of the
dyad and its componential interplay takes hold and can possibly last a lifetime.
External Concepts of Significant Influence
What Does a Sociocultural Analytical Viewpoint Reveal About the Artist-inContext?
The influence of sociocultural norms begins at the earliest moments of cognizant creative
life, and continues throughout a career and lifetime (Tenenberg & Knobelsdorf, 2014). When a
choice is made to be a professional artist in any domain, what are the obstacles or support
systems available within the framework of that creative’s existence? Are the ingrained culturally
based expectations of family, peers, and other influential people creating a source of
encouragement or of abandonment? This external aspect delves into the cultural construct
through the lens of creativity by addressing collectivism vs. individualism (a multicultural
comparison), cultural variation on the definition of what is creative, and the effect of cultural
norms on familial and peer influence.
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Each artist may carry a set of personal influences throughout their entire life. My journey
has its own set of socio-cultural influences. These, however, do not remain static. As the artist
matures and is able to mitigate negative and emphasize positive aspects, a clearer picture
emerges of the artist’s self-worth. If, as stated earlier, the self-identified artist is in the public
educational system, these influences become layered within the academic context and may
require identification and navigation by the artist when a clearer picture of the self is revealed.
Collectivism vs. Individualism
As Glăveanu (2019) states, “creativity and culture are intertwined” (p. 2). This allows us
to investigate various ways cultural norms and attitudes are critical to the formation of an artistic
identity. One of these dynamic states is the wide spectrum of influences represented by
individualism vs. collectivism (Lin, Chew, & Wilkinson, 2017). If taking a macro view of this
contextual framework, one can see the societal influences present in Eastern and Western
cultures. In a general sense, Western cultures place a higher value on individualism and Eastern
cultures embrace the collectivist viewpoint (Puente-Diaz, Maier, Brem, & Cavazos-Arroyo,
2016). While at a base level this can be validated, a deeper dive reveals a variance within each
culture that creates a more robust picture of the sociocultural effect on the creative mind.
Collectivism and individualism can also be viewed through the lens of group creativity or
individual creativity (Sawyer, 2007). Because a culture can have an effect on whether or not an
artist is predisposed to isolation or collective cooperation, this can have a direct effect on the
creative process. My experience with the Western cultures’ version of this concept, for example,
will reveal a reliance on both concepts in that each singular artist can be a successful creator on
their own, but in the case of a creative group, like a band or production team, they have strength
in the collective goals of that group.
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As it relates to my journey, I have found that cultural influences such as collectivism and
individualism can provide both encouragement and disappointment in equal measure depending
on the context. In my autoethnography I identified certain events that illuminate this importance
of this area of significant influence.
Cultural Variation on the Definition of What is Creative
While there are many writings concerned with the definition of creativity (Runco &
Jaeger, 2012; Sternberg, 1999), there is a cultural aspect usually ignored by Western researchers,
yet crucial to the formative growth of aspiring artists (Niu & Sternberg, 2006). These cultural
variations can exist within, or external to, a society that contains an agreed upon set of
characteristics which define creative ideation. For example, while researchers have been able to
establish similarities in creative attributes accepted in both Eastern and Western societies, they
have also discovered a different emphasis placed on certain creative traits across all cultural
identities, even within a single culture (Puente-Diaz et al., 2016). For instance, there are
examples of indigenous visual art that Western eyes find hard to understand, even unappealing,
and vice versa (Classen & Howes, 2006). Since communication and distribution have become
easier and faster through ongoing technological advances, viewing artistry as an
interdisciplinary, multicultural phenomenon is crucial to understanding the cultural effect on the
art that is produced. Both the participants and the gatekeepers must be aware of their artistic
citizenship and expand their understanding of cross-cultural influences (Elliott, Silverman, &
Bowman, 2016).
The Effect of Cultural Norms on Familial and Peer Influence
While we live in a world where creativity is the new economic driver (Florida, 2012), the
emphasis on its economic importance has devalued aesthetic significance in many ways.
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Globalized economies become the driver of innovations in business, but the arts are left to their
own devices when it comes to benefitting from this new paradigm (Crane, Kawashima, &
Kawasaki, 2016). This attitude permeates every aspect of the risk/reward or expectancy/value
concept within motivational theory (Wigfield et al., 2009). If society, and by extension the
immediate family, sees no value in an artist’s career, that outlook cannot have any positive
influence on a young artist. In my case, as is with many others, my family and many of my peers
saw no value in my pursuit of artistic perfection. While it was difficult to tune out the negative
static, I was able to stay the course and achieve my goals. It’s important to note that the opposite
also happens, and the artist is overwhelmed by negative feedback resulting in them abandoning
their goals.
If the researcher takes a look at eminent creative beings (Gardner, 1993), formative
cultural influences that shaped the artist-in-context become apparent, and commonalities to
others are exposed. While no two humans are identical, in order to live a life, they all have to
function in some form of societal context. Those cultural influences will modify the life choices
or artistic strategies being made by artists as they create their own identity within that construct.
If domain-specificity is conducive to creative risk taking (Baer, 2015), and creativity and
culture are closely linked (Glăveanu, 2018), then by extension a social environment can have a
significant effect on an artist’s willingness to take artistic risks when creating new works (Tyagi,
Hanoch, Hall, Runco, & Denham, 2017). The risk is creating something that is rejected by the
people closest to the creator. Some may say that this is the field evaluating what is creative
(Csikszentmihalyi, 1999), but what happens if the critic exists outside of the domain and is
making a value judgement based on personal aesthetic values? If the criticism is negative, the
artist has choices to make. First, can I do it better? Or, I suck at this, so I will not try it again.
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This is termed Creative Mortification (Ronald A. Beghetto, 2014). The idea behind this concept
is that negative outcomes from an artistic experience can contribute to abandoning the discipline
altogether. The strong influence of external approval can either provide important inspiration to
continue on or deliver crippling doubt. Dependent on the culture, in many ways, peer approval is
more important than familial considerations. This approval can come from the field or from the
audience. In either case, the effect of this phenomena can alter the course of the artists life.
The Disenfranchisement Dilemma
What Attributes of Current Educational Systems Contribute to Artist
Disenfranchisement?
The next point of reference is the structure of public education. Even with the best
outside support systems in place, a lack of backing for the arts as a profession alienates aspiring
students. The arts are treated as extra-curricular in the current test heavy public school structure
(Christensen, Horn, & Johnson, 2017). Therefore, self-identified artists often find no purchase
for their ideas or passion. Disenfranchisement may take hold and, without redirection, become a
source of frustration (Hidi & Harackiewicz, 2000). The results often reflect lower academic
performance and disappearing educational opportunities for the non-conformist student
compared to their peers (Fredricks, Blumenfeld, & Paris, 2004). Domain-specific educational
opportunities exist, but reside in the private sector and can be prohibitively expensive (Miller,
2019). Although K-12 arts magnet schools exist, they are not available to everyone, as students
must conform to the learning design criteria established by the institution as these schools follow
the same learning outcome guidelines as public schools.
If the concept is true that certain demographic areas in the K-12 student population are
not being served as well as others, then it is important to understand the causes of this problem
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and what negative outcomes are prevalent within this segment of the student population. Only
then can we create an approach and mitigation plan that can align itself directly with issues
negatively affecting this demographic. My experience in the educational system available to me
was extremely negative and resulted in emotional trauma that I carry to this day. Its importance
cannot be minimized.
The Role of Organizational Dysfunction and Apathy Toward Change Regarding
Aspiring Artist Disenfranchisement
Motivational theory can provide insights into the disconnect arts students feel;
investigating this may provide insights into causal criteria for the disenfranchisement dilemma.
Building on the work of SDT by Ryan and Deci (2000), Evans (2015) investigates the
psychological needs of music students necessary for them to progress in their studies. Evans
(2015) argues that SDT can outline the tenets of personal satisfaction through concepts like selfefficacy, competence, and the ability to self-regulate. This theory can quite easily be extended to
all artistic endeavors within the educational construct, and thus be a relevant framework for
effective change in the way arts education is delivered. In order for these concepts to take hold,
the educational conditions must be drastically altered to facilitate optimal performance. Here lie
the first two obstacles to a successful disruptive innovation, organizational apathy and stasis.
By pointing out my experience in disenfranchisement, my goal is to suggest innovations
that can benefit the next generation of potential artists. But first, in order to create effective
change, the structure itself must be amenable to disruptive innovation. Robinson (2009)
describes public schools as being created for industrialism, but also in the image of industrialism.
The assembly line learning model doesn’t allow much room for altering student motivational
patterns. As a contextual reference of the structures contributing to student disenfranchisement
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one must only look as far as the Florida Department of Education (FLDOE) website to find a
host of causal data to support this assumption. While not peer-reviewed reference materials,
there are three online resources from the FLDOE that represent crucial data repositories on three
important contributors to my problem of practice. These contributors are: outdated teacher
certification (FLDOE, 2020b), crippling assessment mandates (FLDOE, 2020a), and restrictive
graduation requirements (FlaglerLive, 2011), and these requirements do not allow much room
for customizing the student experience.
Though focused on the higher educational experience, Warner and Kopple (2009) make a
cogent argument on the problems inherent in engaging students within the General Educational
delivery system that is applicable in other situations. The authors cite studies which identify
seven issues encountered when working on general education and assessment (Warner &
Koeppel, 2009) The seven issues are: institutional apathy; departmental and faculty politics;
difficulty in setting goals; student experience of the curriculum; coherence of the curriculum;
learning what matters; and continuous improvement (Zai, 2015).
Add lack of meaningful domain focus to that list and it effectively reflects the situation in not
only higher education, but in K-12 learning models (Baer, 2015). Understanding the problematic
effects of non-domain specific academics, as required by law, can most likely lead to poor
academic performance by the domain-focused student.
One cannot speak of draconian academic policy decisions without mentioning the No
Child Left Behind Act of 2001 (NCLB) enacted during the George W. Bush presidency (Hayes,
2008). While NCLB aimed to elevate student achievement, there were unintended consequences
such as test-based teaching and learning without concern for domain-based student engagement
(K. S. Berry & Herrington, 2011; Tanner, 2013). Ladd (2017) discerned the small successes from
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the massive failures of this government intrusion into K-12 education. Specifically, Ladd (2017)
discusses how NCLB pushed aside important components of the learning progression (arts
included) in order to legislate excellence. Even with the modification of the Elementary and
Secondary Education Act of 2015 (ESEA), which attempted to mitigate the many flaws of the
original NCLB, there is still fear that the damage done will be long standing and significant
(Gamson, McDermott, & Reed, 2015). Though my experience pre-dates this type of
governmental overreach, the educational and administrative design I experienced has maintained
its dogmatic primacy.
Effect: Disenfranchisement
Within this component of the overall thesis is the concept that the following writings
outline the causes (outdated learning environments, institutional stasis, and government
overreach) which support the two most pervasive outcomes for students, dropouts and
underprepared college entrants.
What we find in the confluence of all the mitigating factors regarding educational
delivery systems is a singular problem, art student disenfranchisement, with a large and complex
pathway to the remedy (Blondal & Adalbjarnardottir, 2012). There is no singular magic bullet
that can rectify the many years of academic stasis. Since the contextual motivational construct of
the student is hindered in such a way as to minimize most opportunities to solve this issue, one of
three probable outcomes are possible. The student sees no connection between their artistic
ambition and drops out of school. While the student is dissatisfied with the lack of support for
their educational desires and goals, they do the bare minimum and graduate with a serious deficit
in skill sets for college. Or, the students find a way to persevere and are able to accomplish their
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goals in spite of the negative support structure. It is likely that a large percentage of students fall
into the second category, with the smallest percentage falling into the third category.
In his analysis of high school dropout causes and cohort identities, Rumberger (1987)
cites schools’ organization, leadership, and teachers as significant reasons for student apathy,
which led to school drop outs. While there are several other mitigating factors, such as economic
and personal challenges, it is important to note that Rumberger recognized the organizational
deficits well before NCLB was even conceived. While dropping out is a severe outcome, apathy
and student disenfranchisement can also lead to passing the bare minimum of competency
evaluations, which will allow students to graduate but not prepare them for post-secondary
educational opportunities (Archer, 2008; Fredricks et al., 2004). The requirement for a college
degree has become much more pervasive in today’s economy (Bound, Lovenheim, & Turner,
2010). More students with weaker preparation are attending college, contributing to a surge in
students not reflected in college completion rates.
Professionalism: Living in the Meat Grinder
A Career in Artistic Consumerist Production
Once aspiring artists complete their education, they often face rejection, humiliation, and
challenges in the professional arena. Competition, unscrupulous interlopers, and the life of an
entrepreneur can create a maze of challenges where a single mistake can undo years of work
(Neck, Neck, & Murray, 2018). In order for the artist to thrive and succeed, the negative aspects
must be acknowledged as well as the positive (Catren, 2017). While there are many non-arts
careers that have their own version of the meat grinder (Colligan & Higgins, 2006), many of
them exist within a salaried employment model. The added pressure of entrepreneurship can
force compromises on artists that would not be present if a steady income was available to them
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(Hall, 2016). This makes them even more vulnerable and susceptible to uninformed decision
making. Aspiring artists must decide whether to make a career out of their artistic expertise in
the commercial arena, or to not seek monetary gain from their artistic output and to find other
ways to generate income.
While each arts discipline will have its own idiosyncratic characteristics, the business of
art is fairly consistent in how it deals with the creators. First, art is a commodity (Koenigsberg,
1989). Not unlike a can of soup or a car, it has commercial value to whomever controls it and
sells it. From this perspective an important choice arises for the creator. Will they conform to
what the business is telling me to create, or do they hope to realize their personal vision and
work to garner acceptance on its own merit? This is another distinct choice and it’s a selection
that has been made by artists for centuries. Classical composers and visual artists relied on
patronages to pay their bills and created whatever their patron requested (Keefe, 2018; Spitzer,
2016). Even the greatest music composers had to rely on the commercial marketplace to advance
their careers. In modern times, the gatekeepers shifted from kings and the church to media
companies and artist management systems (Friedlander, 2018; Garber, 2008; Powers, 2012). Yet,
the road to fame and fortune is covered with the shattered careers of compromised artists who
will be forgotten as quickly as they were discovered. The everyday commercial analog to this is
how quickly a product is discontinued once it stops making money for the company that controls
its production (Bartels, Ermel, Sandborn, & Pecht, 2012).
Investigation of the relationship between the work of art and the commoditization of that
work reveals certain definable attributes of commercial value. Intellectual Property Rights is
probably the largest issue with creators (Cornish, Llewelyn, & Aplin, 2003). Who owns the final
product? The Beatles regrettably signed away their publishing rights to Lew Grade in 1969 (Rys,
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2017). This single mistake by the most influential songwriters in the history of popular music
sparked a fight for control of The Beatles publishing catalog that goes on to this day.
Restrictive and unbalanced contracts are another source of pain for creators; it is common
for those who create the work to get a pittance for their efforts. The R&B vocal group TLC filed
for bankruptcy amidst their most productive years due to a bad contract with LaFace Records
(Philips, 1996). This type of contractual servitude is common within many artforms, but it is
especially pervasive in the music industry (Rosenberg, 2015). After spending countless hours
perfecting their craft, the newly minted arts professional has to navigate a maze of legal and
ethical challenges that they may, or may not, be prepared for. I was one of the lucky ones, in that
I became a professional quite early in life, so my understanding of the mechanics of the business
was more developed. Some students, however, have close to zero experience beyond what is
provided in the scholastic or amateur ranks.
David Bowie predicted this problem for musicians correctly in 2002: "Music itself is
going to become like running water or electricity" (Nededog, 2016, p. 2). Bowie was right. That
household water spigot of art is called content streaming, and it affects more than musicians
(Morris & Powers, 2015). This is just one example of the lack of support for artists in today’s
economy. This new distribution system benefits the owners of media conglomerates and
streaming services, not the artists (Sanchez, 2019). It is a problem that has wide-ranging negative
results for the artist, the artform domain, and the appreciative public that may consume this art.
Inspiration on Demand
Working in the arts business introduces contrasting theories when it comes to inspiration.
In creativity research it is often framed as a visit from the Muse (Thrash, Moldovan, Oleynick, &
Maruskin, 2014). While this is an accurate evaluation of the traditional artistic experience, it is
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not a common occurrence in commercial artistry. For the most part, it is like any other job. You
get an assignment, do the work and if the product is accepted, you get paid. The movie industry
is a great example of this practice. If you are a creative functionary with expertise in a certain
domain that is valuable to a specific production technique, you get hired as a contract worker.
You deliver your artistic services based on the requirements of the producer of the project. Then
you are paid and released back into the talent pool to begin another job search (Lampel &
Shamsie, 2003). In the context of commercial creativity, there are delivery deadlines and artistic
constraints that require inspiration on demand. Some artists are unable to successfully function
within this paradigm.
Summary
I retraced my journey through the same labyrinth of the various complications that life,
education, and professional experiences thrust into my worldview in order to support the
previous theoretical conclusions in this dissertation. The goal is to provide first-person context to
the conclusions derived from previous research. My expectation was to create a contextual image
of myself that could be viewed through the defined lenses and broken apart into understandable,
and possibly generalizable, concepts of what an aspiring artist must be prepared for, and how
educational constructs can assist in this important facet of an artist’s life.
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Chapter Three: Methodological Breakdown
Design: Description and Rationale
The goal of this research is to find connections between my life and experiences as a
professional artist and seminal theoretical and conceptual frameworks. Through my attempt to
establish these connections, I seek to create an understanding of the various influences of my
world as an artist-in-context. The resulting picture of the componential contextual makeup of the
artist can inform further application for a broader grouping of domain-specific professional
artists.
As a musician, student, institutionalized outcast, high school dropout, teaching fellow,
industry professional, and academic designer/instructor, my observations and experiences can
inform future inquiries and build a foundation for further study. But, in the end, my story is just
another story. Yet, by telling it, analyzing the arc of experience, and using inductive/deductive
hybrid thematic narrative analysis as a means of connecting a specific set of two theoretical
frameworks and three areas of significant influence to specific pivotal events, I can then apply
those discoveries to inspire innovation in education for aspiring professional artists.
Methodological Approach
The methodology of this dissertation has three distinct components that contribute to
developing the artist-in-context. This served as the substantiation for the opinion that each
artistic being is a self-contained creative resource that can benefit from a domain-specific, or
domain-connected, instructive eco-system. This visualization can only be cultivated through a
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point-by-point connective dialogical presentation, referenced within the research questions, and
an analysis of lived experience within the three layers of analytical processes.
The three components are:
1. My personal Critical Evocative Autoethnography that traces my artistic journey from its
current state back to its beginnings.
2. Five analytical lenses consisting of two theoretical frameworks and three areas of
significant external influence. (Creativity, motivation as it pertains to the two metatheories SDT and TSP, socio-cultural influence, academic disenfranchisement, and
professional complications)
3. Thematic narrative analysis through the aforementioned theoretical frameworks and areas
of external influence and documentation of the findings to substantiate future
recommendations for systemic change in arts education.
Why Choose Autoethnography?
Using autoethnography, in this case, is the perfect method for presenting concepts that
may not be properly addressed using traditional research methods. Since an artist’s connection
with culture is the tether binding them to a life of creating beauty to enhance the human
experience, it is important to trace my journey through a life in which art is at the core of my
existence. By drawing on my own experience, I am able to infuse the monologue with issues
relating to the culture external to myself as well as establish a clear vision of my own cultural
identity (Berry, 2020).
Autoethnography invites readers into the lived experience of a presumed “Other” and to
encounter that lived experience viscerally (Boylorn & Orbe, 2016, p. 14). While analysis of the
stories of artist/humans is important, I believe that by documenting my life history, I can utilize
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the arc of experience contained within the narrative of my experience to create an image of an
artist-in-context. This concrete lived experience (Boylorn & Orbe, 2016, p. 9) is first-hand,
honest, and may be applicable to others seeking a life as a professional creative contributor. That
stated, my story does not resonate without attaching relevant theoretical concepts to pivotal
experiences within the arc that can be used to support conclusions regarding the need for
innovation. The tri-partite approach – defining theoretical frameworks, autoethnographic
presentation, and thematic narrative analysis – can be used as a model for further studies that can
lead to a better understanding of the problems faced by the students of art and possible solutions
to the discoveries made through analysis.
Critical Evocative Autoethnography Disassembled – Three Little Words
The phrase Critical Evocative Autoethnography packs a lot of descriptive meaning into
those words. For the uninitiated, it’s best to first look at each component term.
Critical Critical autoethnographies share a few key characteristics: they ascertain vital and often
unforeseen connections between personal experiences and cultural experiences; identify
manifestations of power and privilege in everyday practices; discern social injustices and
inequities; and describe beliefs and practices that should— and should not—exist.
Critical autoethnographies offer strategies to curtail abuses of power and privilege;
challenge social injustices and inequities; change dangerous beliefs and practices;
improve living conditions; promote resistance and transformation; and determine how to
get along better, together, in ways that recognize and celebrate difference. Thus, in
essence, critical autoethnographies identify personal/cultural offenses and potential
remedies for these offenses (Adams, 2017, p. 79).
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My autoethnography satisfies the Adams (2017) criterion by infusing my personal
narrative with social and cultural landmarks. What was happening in the world as life was
happening to me? What was the socio-cultural attitude towards the artistic path I had chosen?
What types of obstacles or disadvantages presented themselves over my decades of experience,
and how do they reflect on the experience of today’s aspiring artist? How are the other
components affected by societal or cultural influences?
Evocative Human beings are storytelling animals; a human science ought to understand persons as
‘self-interpreting animals’ (Taylor, 1985). The narrative turn pointed inquiry toward acts
of meaning (Bruner, 1990), focusing on the functions of stories and storytelling in
creating and managing identity; the forms of story-telling that individuals use to make
sense of lived experience and communicate it to others; the relational entanglements that
permeate how life is lived and told to others; and reflexive dimensions of the relationship
between storytellers and story listeners. (Bochner & Ellis, 2016, p. 52)
Let the story do the work,’ we insisted. ‘Be evocative. Make your readers feel stuff;
activate their subjectivity; compel them to respond viscerally.’ What mattered most to us
was intimate detail, not abstracted facts. We were prepared to be scorned, ridiculed, and
dismissed as off our rockers. But we believed in what we were doing, and thought others
would too, if given permission. (Bochner & Ellis, 2016, p. 60)
This area of focus is the most difficult. To satisfy this criterion I must be forthcoming,
revealing, vulnerable, and willing to share long held secrets and beliefs as they relate to my
journey. There are successes and failures, triumphs and embarrassments, and decisions made by
a young man that hindsight finds laughable or prescient.
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Autoethnography –
Autoethnography is a research method that: Uses a researcher’s personal experience to
describe and critique cultural beliefs, practices, and experiences. Acknowledges and
values a researcher’s relationships with others. Uses deep and careful self-reflection—
typically referred to as “reflexivity”—to name and interrogate the intersections between
self and society, the particular and the general, the personal and the political. Shows
“people in the process of figuring out what to do, how to live, and the meaning of their
struggles.” Balances intellectual and methodological rigor, emotion, and creativity.
Strives for social justice and to make life better (T. E. Adams, Ellis, & Holman Jones,
2015, pp. 1-2).
Telling my story demonstrates the dynamism of a life lived outside the prescribed life
pathways of the 1950’s and 1960’s. For that reason, it remained focused on my artistic journey
and all of the external components that affected the trajectory of my professional ambitions.
How will this work?
For the purposes of this project, I used my story to provide real-world examples of an
artist’s life. I compared these examples with the series of pre-defined theoretical and conceptual
constructs that represent the seminal grouping of contextual characteristics: Clarifying struggles;
educational disenfranchisement; self-doubt; becoming a creative being; the emotional and
spiritual rollercoaster of a non-conforming lifestyle; understanding the creative process; what
draws a certain personality type to an artist’s life; synthesizing concepts revealed through the
five-lens analysis to illuminate the idea of mutual, multi-directional influence each component
has on the others.
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The scope of this autoethnography tracks my experience as an early self-identified artist
in post WWII American society, and the trials and tribulations caused by a non-traditional career
choice. Fifty-five years into this journey I have amassed relevant experiences, accomplishments,
failures and successes that can be used as source material to explore alternative educational
paradigms for aspiring professional artists.
The dynamic relationships professional artists have with their art, education,
environment, audience, and the professional ecosystem they encounter during their career creates
the context their contemporaneous life experience is predicated upon. By utilizing a comparative
analysis of my experience with a specific set of internal and external influences that affect the
professional trajectory of the artist-in-context, my hope is to articulate the need for a top-down
rethink of how artists are prepared for success in their chosen domain. I could have used some
guidance early on in my career in order to avoid problems within my professional and personal
life experience. This document serves as my contribution to a solution to a long-term problem in
arts education.
The Structure of the Critical Evocative Autoethnography
The final autoethnographic product is presented in five episodes from which a series of
“scenes” are extracted and analyzed as thematic narrative:
1) “I Wish I Could Be What I Was When I Wished I Could Be What I Am.”
A room with no doors
A jail of my own making
How did I get here?
My early life and the moment I first identified as an artist, adopting the ethos of the new
music and culture, and how this influenced my behavior towards the “establishment”. My
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antisocial comportment resulted in institutionalization and eventual banishment from my
family unit. This episode transitions to my banishment from the family and my struggles
with education.
2) “Freedom’s Just Another Word…”
Succumb to the lie
Leave your dreams in the gutter
Or reach for the stars
My emancipation from familial constraints and dealing with academic
disenfranchisement. This scene also includes how a change in the music business and a
car crash were catalysts for a major personal move. This episode ends with my decision
to seek educational sources to further my artistic growth.
3) “Becoming Worthy”
Don’t compare yourself
You are a worthy artist
Self-doubt won’t help you
My return to higher education and the challenges of playing catchup with my peers.
Being a high school dropout was not conducive to a smooth transition into academic life.
I was able to keep up scholastically, but some decisions had to be made in regard to my
focus area due to a competitive talent pool at Berklee College of Music and North Texas
State University. In this episode we finish my initial stage of schooling, going through a
Master of Music degree and lays the groundwork for the transition to professionalism.
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4) “The Meat Grinder”
The meat grinder whirs
The Lemmings approach the cliff
That’s entertainment!
My time, post-masters, as a composer and studio musician first in Memphis, then in
Hollywood. As my thesis defense was growing near at North Texas State University I
was still at a loss as to what my next move should be. Then, out of the blue, I got a call
from a music production company in Memphis, TN. This first job out of school, while an
education in itself, was a proving ground for me and my artistic ambitions. I consider it
the introduction to the “meat grinder.” It was a microcosm of what was yet to come. The
Hollywood music scene was a whole other step up. Once I moved to Hollywood, I was
thrust into a creative environment that no one could possibly emotionally prepare to
endure. Strong of will, I survived and thrived for almost thirty years. My entire
professional career in commercial art is encapsulated in this episode. The transition point
is the sad state of my motivation to continue in the business.
5) “The Rear-View Mirror”
You’ve come full circle
You can be the change for good
Does anyone care?
What it’s like to age out of the entertainment business and my time, post-retirement, as
founder and academic chair of a Recording Arts program in Florida. The entertainment
business is a young person’s game; when you hit 50, you become an elder. I retired and
within a year after leaving Los Angeles, was drafted to create and implement a music
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production program at a Florida community college. It was in this forum that I had to
revisit my experience in order to understand the deficit of skills incoming artists were
carrying with them. This is where my quest began to understand why these important
cultural contributors were getting the short end of the K-12 academic experience.
The Analytical Approach
By using an inductive/deductive hybrid approach to analyze my autoethnographic
presentation through the pre-determined five lenses, my goal is to provide a window into my
experience as a professional artist, and to use that information to create a foundation upon which
to build a relatable image of the contextual problems faced by aspiring artists as they grow and
evolve.
The Five Lenses Are
1. Creativity theory (Quantum creativity theory)
2. Motivation theory (Self-determination theory, and Thriving with Social Purpose theory)
3. Socio-cultural influences on creativity and motivation
4. The problem of student-artist educational disenfranchisement
5. The complications of being a professional artist
Creativity and motivation are internalized theoretical frameworks (Amabile, 1993;
Goswami, 2014). Cultural impact, academic disenfranchisement, and professional challenges are
areas of external influence that may affect creativity and motivation. All five components are
dynamic in that their interaction creates one’s lived experiences (Ford & Smith, 2007). While
there are additional components, these are seminal concepts that the artists need to understand in
order to successfully navigate a non-traditional occupational choice (See Figure 3).
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Figure 3. Componential Model of Artistic Creativity (Matthews, 2019).
Thematic Narrative Analysis
Narrative research has been tracked back to the 1920’s and 1930’s in The Chicago School
sociological methods of inquiry (Butler-Kisber, 2017). This approach was then relegated to the
outer margins of qualitative research until the 1970’s when a social revolution, particularly
feminism, placed a higher value on the personal narrative analysis as a research method.
Narrative research gained traction as a reaction to the objective, controlled experimental research
space. Quantitative analysis cannot fully capture the human condition due to the complex and
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ephemeral nature of the individual experience. It is for this reason that thematic narrative
analysis is the appropriate qualitative analytic process for evaluating and contextualizing the
critical evocative autoethnography for this study. By identifying the series of pivotal moments in
my personal artistic growth through the thematic narrative analytical application, I can then delve
deeper into the broader application of the findings and compare them to the experience of others.
Those pivotal moments exist in all strata of my personal growth. The complete grouping of these
events defines my uniqueness as a human and artist and can lead to discoveries that can affect
the analysis of the integral processes of other creative people and provide a guide for nurturing
them in useful ways.
Analytical Application
Each episode within the autoethnographic product has a series of scenes that relate a
specific moment of events within the arc. The narrative of each scene was thematically analyzed
to ascertain the component concepts that directly relate to the five-lens framework. As a second
level of analysis I dissected each scene to illustrate the dynamism present between each
componential interaction.
To demonstrate how the analysis is be structured, I used the five identified frameworks
and identify the nodal intersections between my story (arc of experience) and the supporting
research. In the final product, this analytical method substantiates the theory that, while every
instance of affect either results from the interaction with other conceptual influences or directly
effects the events that follow it, each artist-in-context will have both unique and similar
characteristics when compared analytically (See Figures 4a, 4b)
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Quantum
Creativity
Episode One

Motivation
Theory

SocioEducational
Professional
Cultural
Disenfranchisement
Complications
Influence
I Wish I Could Be What I Was When I Wished I Could Be What I Am

Scene One
Scene Two
Scene Three
Scene Four
Scene Five
Episode Two

Freedom’s Just Another Word…

Scene One
Scene Two
Scene Three
Scene Four
Scene Five
Episode
Three
Scene One

Becoming Worthy

Scene Two
Scene Three
Scene Four
Scene Five
Episode Four

The Meat Grinder

Scene One
Scene Two
Scene Three
Scene Four
Scene Five

Figure 4a. Episodic Analytical Matrix (Matthews, 2020).
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Episode Five

The Rear-View Mirror

Scene One
Scene Two
Scene Three
Scene Four
Scene Five

Figure 5b. Episodic Analytical Matrix (Matthews, 2020).
Ethical Considerations
Relational ethics (Berry, n.d.; Ellis, 2007) considers the credo of “Do no harm” as
sacrosanct. Protecting identities, not violating confidences, and truthful representation within the
boundaries of the subject matter have to be considered at every point in the research. I have
approached this process with all considerations adhered to.
Since the scope of the material to be studied is autoethnographic, no persons external to
myself were harmed or compromised in any way. The privacy of anyone mentioned within the
autoethnography was protected in every way possible. The stories told are based on my own
recollection of specific events in my life and were told in a forthright and truthful manner.
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Chapter Four: The Artist-in-Context – Mark Matthews
Episode One: I Wish I Could Be What I Was When I Wished I Could Be What I Am
A room with no doors
A jail of my own making
How did I get here?
I struggled. A large orderly restrained me as I was being dragged down the dark hallway
by the white coat medical staff. I resisted. I freed one of my legs and, instinctively, kicked him
square in the balls. As he bent over, grunting and swearing, the rest of the group proceeded to
throw me into a small, cell-like room. Red-faced and furious, the orderly followed, got really
close, and said in a harsh, hushed, tone…
“You really did it now. You’re never getting out.”
His breath seared my skin. The heat of pure anger. His words like concrete around my feet. Any
thoughts of personal control were gone. I was cornered. When they left and the heavy door
slammed shut behind them, I was alone in a padded room with only a small mattress on the floor
and a single lightbulb. I was just fourteen years old.
How did I get here? Is this how it ends?
“How did I get here?” is a phrase most people have used at some point. The longer you
live, the more “here’s” there are or will be. I have a large collection of them… Each one is a
step forward in linear time, but possibly a step backward, sideways, or forward in personal
growth. As humans, our current context is the sum of the signposts we encounter. The earliest
moments compound into thicker, richer experiences that relate to others of the same ilk. My aim
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is to leverage my personal signposts for a righteous cause. To give aspiring artists a window into
a world where life is filled with headwinds, tailwinds, and crosswinds, almost never calm. But
first, these intimate events must be re-discovered, dusted off, re-lived, organized, and analyzed.
Early Signs
As early as I can remember, I chafed against the constraints of authority. While, like any
young kid, I craved peer approval and acceptance, when it came to seemingly arbitrary
restrictions placed on me by adults, I was not enthusiastic to conform.
After kindergarten, my parents decided to enroll me in a catholic grade school. This
would have been around 1960, when corporal punishment was a full-contact sport practiced by
nuns, wearing the penguin regalia, on unwitting victims. After a couple of beatings and a
devastating lunchroom episode in which my older sister was complicit, I decided this specific
educational system was not for me. At the end of first grade I informed my parents that I would
not be going back into that hellhole for second grade. They were not happy and proceeded to tell
me to do as they said and go back into the den of evil penguins. My response was simple and
effective. “If you force me to go there, I will wait until you drop me off and drive away. I will
then walk back home.” They caved and I was entered in the public school near our home for fall.
The seeds of my familial anarchy were sown. But it took a stronger catalyst than my first-grade
rebellion, a more powerful calling, to reshape my personal trajectory in a dramatic fashion. This
personal growth process would lead me into a world of institutionalized, misunderstood children.
The Call to Action
I had a deep interest in music from the beginning of my ability to discern my own likes
and dislikes. During the early years, my playlist was mostly AM radio staples and Motown
giants. The Four Tops and The Temptations were my jam. I was present when the changing of
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the musical guard happened. While the influence of 1950’s icons like Chuck Berry, Jerry Lee
Lewis, and Little Richard was omnipresent within the burgeoning music revolution, the rock that
began to emerge just over a decade earlier was morphing into a new hybrid. The youngsters from
Great Britain were on to something. The Beatles, The Rolling Stones, The Dave Clark Five, and
The Searchers all started to make some noise across the pond. It was a different take on pop
music, filtered through the ears and minds of mostly English lads who worshiped the American
pioneers of blues and rock & roll. My eyes and ears turned to Great Britain.
The Moment
I can identify the exact instant my personal transformation began. On February 9, 1964,
The Beatles appeared on the Ed Sullivan Show. I was 9 years old. The publicity build up to this
event was unprecedented. Every kid, in every city across America was looking forward to this
night. Unfortunately, my parents decided to take us on a ski vacation that conflicted with the
show.
As my family was traveling home from this weekend trip in northern Michigan, we
stopped at a small, family-owned Italian restaurant for dinner. It was an old-school eatery where
Chianti bottles and rubber grape decorations hung from tacked up lattice. Dark wood and
overstuffed vinyl booths lined the perimeter. My older sister and I had been anticipating the
appearance of The Beatles and we made clear our displeasure at the thought of missing the
broadcast. Through a barrage of incessant begging and whining, suddenly a miracle happened. A
member of the family that owned the joint came to us and asked if we’d like to watch the
program in their residence, which was the second floor of the building (I’m not sure, but they
probably offered to get us to shut up.) We skittered up a staircase into a small darkened living
room where the owner’s children were waiting for the show to begin. Once Ed introduced the
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band, the black & white television exploded with a sound and fury I had never heard before. The
intoxicating mixture of screaming girls, rock music, and the image of four long-haired lads from
Liverpool blew me away. It was at that moment I decided. I would be a musician. For the next 56
years my life trajectory was set.
There was an inherent problem with my newly found aspirations.
I wanted to be a musician NOW!
•

I was able to talk my parents into a guitar…Check.

•

I purchased or borrowed the 45rpm records and learned to play while absorbing The
Beatles songs…Check.

•

I was pushing ten years old…No check.
I had the ambitions of a 20-year-old trapped in the body of a 9-year-old. The Beatles

were in their early 20’s at this moment in time. History was being made. I knew it and I felt like I
was being left behind. I wanted desperately to be older. While I’m sure most adolescents want to
get to18 as fast as they can, this was even more immediate in that I felt that the magic being
made in music was a party I was too young to attend. This problem would culminate in ways I
hadn’t foreseen.
The Next Phase
After self-identifying as an aspiring rock musician, I became obsessed not just with the
music, but with the counterculture that made it a social movement. Remember, this was in the
early 1960’s. JFK was assassinated in 1963. The United States was taking its first steps into the
Vietnam War. 18-year-old males were being conscripted into the military. The civil rights
movement was in full swing. The folk singers were the first to bring protest music to the
forefront. Joan Baez, Phil Ochs, Pete Seeger, and Bob Dylan created the framework later adopted
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by the harder-edged musical acts (Meisenzahl & Peace, 2017). Rock music was slowly becoming
the mirror held up to society in protest to the war and racial injustice. In 1964, Jack Weinberg
coined the phrase, “Don’t trust anyone over 30” (Daily Planet Staff, 2000, p. 1).
I embraced all of it. But it meant something more complex. In order to emulate the cultural
heroes of my chosen tribe, I had to be older. Not chronologically, but in attitude and action.
What this meant for me personally was to adopt a revolutionary attitude uncommon for someone
my age. The road was paved to my padded cell.
I played my first professional gig at the age of 10. It was a private Hawaiian-themed
party in the basement of a posh supper club in my hometown. Our little band played surf
instrumentals amongst the flowered shirts, umbrella drinks, and pineapple lights. The grownups
danced the twist, frug, shimmy, and pony. We made 20 bucks, split four ways! I did something I
loved and got paid for it. “I can do this,” I thought. This one moment cemented my resolve to
adopt the ethos of the new music movement. I was all in. My earliest tendencies toward the
music of rebellion were ignited. I declared WAR on the establishment.
The “establishment” was my family, my schoolteachers, the police, the government, the
military, and pretty much anyone who did not embrace the movement, involving this new group
of socially conscious young people. The idealism was intoxicating to me. Anyone not onboard
was either misinformed or just plain stupid. The world can be very black and white when you are
ten years old.
My personal evolution started immediately. I had my chosen tribe, I endorsed their
philosophy, and was aching to insert myself into the culture. The tribe consisted of musicians
and music lovers that embraced the counter-culture bubbling to the surface. This “counterculture” embraced racial equality, anti-war militancy, and freedom to love.
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Love the music. Love each other. Don’t kill anyone.
A personal epiphany made me realize that no one in the “enemy” camp could take any
action, physical or emotional, that held any import for me. My dedication to the music protected
me. My tribe gave me strength and purpose. While the government, the police, and the military
were a distant, predictable threat, my family and my schoolteachers were an immediate menace.
Because rock musicians were a respected peer group (there weren’t many of us), I was never the
target for a bully, and my peace and love worldview precluded me from even entertaining the
thought of bullying someone else.
The next three to 4 years consisted mainly of an ongoing series of skirmishes at home and
at school. I withdrew from family life. Thanksgiving…nope. Christmas…never mind.
Church…gawd forbid! I began to experiment with drugs. Acid mostly. Imagine taking
psychedelics and going to 9th grade gym class. I did that. Hallucinogenics were thought of as
mind expanding and did not have the negative connotation they have today. The dark side of
drug use had yet to permeate the tribe. It would soon enough. I hung out with musicians much
older than I. I adopted the hippie uniform. Bellbottoms, tie-dyed t-shirts, fringe leather jackets. I
became the Matthews family anarchist (or The Antichrist), constantly battling my parents and
older sister, who took their side on every issue. The family dynamic concerned emotional
warfare. They were more interested in money and social climbing than in me. Clothes, cocktail
parties, invitations to dinner soirees, and European vacations mattered more to them. My
creativity, emotional well-being, and motivation to learn music were simply nuisances in their
social striving. I was a disgrace and they never hesitated to tell me so.
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Battle Lines Drawn
My experience at school was different. While angry words were aimed at me at home,
they had little or no effect. I became bolder and more militant at school. But, at the time, corporal
punishment was still used in public schools. They must have been inspired by the nuns. I got the
hell beat out of me by the music teacher for not showing the proper respect to a family musical
group at an award gathering at my middle school. Think TV manufactured pop ala The Partridge
Family or The Cowsills.
I loathed what they represented. They were the band you’d bring home to meet mom and
dad. The antithesis of my tribe, which was exploring the darker edges of art and music. I booed
them when they were presented with an award, and the music teacher proceeded to drag me to
the principal’s office and the two of them let me have it. I was overpowered by men much bigger
than me. Another instance of physical abuse happened in a math class where the teacher was
making fun of me for my style of dress. I looked straight ahead and told him to “fuck off.” He
was standing behind me and sucker punched me on the side of my head with such force that I
lost hearing in my right ear for days. A chickenshit move, in my opinion. When I complained,
my parents said, “You deserved it.”
By the time I was 14, the situation had reached its apex. My parents had tried various
techniques to get me back in line, including forced enrollment in a military academy in
Minneapolis. That lasted two weeks. My primary memory of that experience was the oppressive
hazing of the new kids. Eventually, an upper classman decided he wanted my guitar. When he
took it, he literally stripped me of my identity. I was finally able to retrieve the guitar, change
back into my tribal uniform and flee. I remained in hiding for a few days until my parents hunted
me down. After that, each time my family tried to get heavy with me, I disappeared.
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This was about the time they decided to commit me to the Mayo Clinic Adolescent
Psychiatry Unit in Rochester Minnesota. They somehow convinced me to go with them for an
interview. I think I considered it a way to state my case for emancipation. I remember sitting in
the doctor’s office, flanked by my parents, confidently explaining that all I wanted was for them
to leave me alone and set me free. Imagine being the parent of a 13-year-old who actually thinks
they can convince a psychiatrist to endorse emancipation. I really thought I did well! We left
there and months passed. I figured I was successful, even though my personal war was still
ongoing, they were not as aggressive towards me. I was banished to a room in the attic. Away
from everyone in the family. Then, as an added bonus, the principal of my middle school came to
me and told me that they were prepared to pass me up into high school as long as I ceased
coming to class and stayed off school property. Deal!
The music still kept me company. It preserved my focus. Inspired. Pissed off.
Then one day out of the blue my father came to me and said, “It’s time.” Time for what?
I knew what it was, and I froze. Do I run? Do I concede defeat? They had me in a corner. I
surrendered. Nowhere to run. Nowhere to hide.
The trip down to the facility was stone silent. I was numb with resignation. I only
remember being flown down to Rochester in a private airplane owned by a friend of my father. I
don’t even recollect what transpired when they dropped me off. It was like being teleported to an
antiseptic world of new smells and sounds. On my way in, I was introduced to my fellow
patients. A nymphomaniac. A scary kid who murdered his family. It was the island of broken
children. Really broken. I didn’t feel broken. I felt banished. Trapped in a world of my own
design. A world my parents didn’t understand. In fact, it terrified them.
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All of a sudden, I was in my room in the lock down. Alone. It wasn’t like a jail. More like
a hospital that you were not allowed to leave. It smelled institutional. Visions of One Flew Over
the Cuckoo’s Nest danced in my head. I surveyed my new home. On the wall, one of the
previous occupants had painted a phrase that still resonates in my heart.
“I wish I could be what I was when I wished I could be what I am.” (See Figure 5)
I was in for a battle I was not prepared to fight. Life got very real.

Figure 6. Me at 14 years old/My room in the Mayo Clinic ward
Episode Two: Freedom’s Just Another Word…
Succumb to the lie
Leave your dreams in the gutter
Or reach for the stars
I spent the night in that padded cell considering my fate. I knew this was the end of it.
The words “You’re never getting out” echoed in my mind. To my surprise and confusion, the
next morning I was escorted to the office of the medical director and informed of my imminent
release. I was not “cured.” I was labeled “incorrigible.” My belligerent behavior may have been
startling and unacceptable to my parents in 1969, but compared to the current state of the world,
I was a regular, strong-willed kid. I was not a criminal and I was not insane. However, this was
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the breaking point for my family. I would soon be released into the wild. The consequence of
becoming feral would manifest itself in many different ways, over many years. There are scars of
distrust of, and disappointment in others that I carry with me to this day and they will continue to
be part of my personal baggage until the final curtain call.
Historical Context
By 1970, when I turned 16-years-old, The Beatles had broken up, Jimi Hendrix, Brian
Jones, and Janis Joplin all died drug induced deaths, with Jim Morrison soon to follow, the
promise of the Summer of Love had been betrayed by a sinister drug culture and hippie
commercialization, and the music got even darker. Black Sabbath released their first album. The
Hells Angels murdered an audience member at the Rolling Stones version of Woodstock, the
Altamont Speedway Free Festival. The Tate-Labianca murders were committed by the Charles
Manson “Family.” The epicenter of the “Peace & Love” movement, San Francisco’s HaightAshbury district, became a junkie ghost town. The utopian hippie dream had died.
In the five years prior to 1970, Malcom X was assassinated, the brutal Selma to
Montgomery Civil Rights March had taken place, the Stonewall Riots broke out in New York,
Martin Luther King was assassinated in Memphis, Bobby Kennedy was assassinated in Los
Angeles, the 1968 Democratic National Convention in Chicago was a warzone pitting the police
against anti-war protesters, young boys were coming home in boxes by the hundreds from
Vietnam, and the National Guard fired live rounds into a peaceful protest and killed four students
during an anti-war demonstration at Kent State.
There were reasons to be mad and protest music fueled my anger. Movies began to reflect
the attitude of the younger generation. Easy Rider, Wild in the Streets, and In the Heat of the
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Night exposed the slimy underbelly of racism, generational divides, and a reality focused on the
younger demographic not previously catered to in the cinema.
My focus was still on the music and the culture, but now I had other issues. I had to
survive on my own.
My family relocated to sunny Florida, but I stayed behind in the icy cold northern
Wisconsin tundra in a small college town right on Lake Superior. I grew up there and that was
where my tribe was located. I made a half-hearted attempt to attend high school, but academic
disenfranchisement sunk its claws deep into my heart. The educational model of this era offered
nothing to the creative musician. Stage band? Chorus? Orchestra? Not for this guy. My artistic
life was concerned with playing live at high school dances, frat parties, and biker rallies (See
Figure 6). Proud Mary, Nights in White Satin, and Colour My World are songs I played over and
over again, and they are still imprinted on my DNA. Then the heavier stuff started bubbling up.
Led Zeppelin, Jeff Beck, and Cream became my personal soundtrack. The cognitive dissonance
of playing standard pop fare to earn a living while embracing the harder-edged, more militant
music was something I would revisit when I began my Hollywood career. It was a struggle to
reconcile the duality. I had dedicated my life to making the music that inspired me, but when the
chips fell, compromises had to be made in order to survive.

Figure 7. Northwestern High School Dance
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As my musical acumen increased, the jobs paid more. By the time I was 17 years old I
broke into the nightclub circuit. I was underage and playing with the big boys! My first big gig
was with a band that owned a bar and played there 9:00 p.m. until 2:00 a.m., six nights a week.
The next youngest guy in the band was twelve years my senior. The thought of getting up for an
8AM Civics class after a gig was beyond unappealing. My decision was easy. The educational
system didn’t want me, and I didn’t want to participate or cooperate. Let’s call it a mutual
parting of the ways. My education was now housed in the bars and beerhalls of the tri-state area.
I learned some hard lessons. I learned about sex, betrayal, infidelity, isolation, alcoholism, and
drug addiction. Sex, drugs, and rock & roll, baby! When I hear that phrase, it’s tinged with some
sense of irony. Hipsters use it as a badge of honor, an Instagram post, or an excuse to be careless
or cruel. In my case, my independence came with a cost. That price was the socialization that
occurs within a stable family and cultural dynamic. I didn’t get my heart broken by my prom
date. I was used like a piece of candy by the bar waitresses and female hangers-on, and struggled
to keep up with the drinking prowess, sexual escapades, and drug intake of my elder bandmates.

Figure 8. A 17-Year-Old Me
The funny thing is that my musical ambitions came before any carnal or chemical desire.
This is not your typical “teenager led astray by the rock lifestyle” story. I kept working.
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Absorbing my influences. Prog Rock was coming of age and bands like King Crimson, Frank
Zappa, Yes, and Jethro Tull made their mark on my life. I had reached the upper level of
musicians within the hierarchy of this small pond, and it was good. However, there was a change
coming in the music business that I hadn’t anticipated.
Disco Sucks
There were two pivotal moments that changed the trajectory of my artistic life at this
time. The first moment relates to the complete demolition of the live music scene by disco. Even
in my relatively small college town, there were many opportunities to play and lots of bands to
see. One by one the live music venues installed DJ booths and lights under the dance floor. It
was a blood bath. There were still paying gigs to be had, but it meant more travel. Traveling
itself wasn’t so bad, but when the temperature is 40 below zero, it can be painful and dangerous.
The second moment took place on one of those freezing winter nights when the band was
driving up to Coleraine, Minnesota for a two-night gig. We normally travelled in two vehicles. A
very comfortable car and a really run down, cold Jeep pulling the equipment trailer. That day I
had a heated argument with our drummer regarding the seat assignments. He won the argument
and took my seat in the car. I took my seat in the passenger side of the Jeep. I HATED that Jeep.
I seethed as the caravan left for the job anticipating a good crowd. About halfway to the bar we
lost sight of the car in the wintry mix. We came over a steep rise and as the lights of the Jeep
settled back down onto the road, through the darkness we could see two cars in a head-on
collision. Steam slowly rose from the wrecks, but there was no discernable movement. We were
able to slow down enough to get past the accident, but as we did, I looked out and our bass
players’ car was one of the vehicles involved. A drunk driver had taken them out. The drunk
driver’s wife was dead, and there were some severe injuries in the band car. One of the most
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serious injuries was sustained by our drummer, the very one who had taken my seat in the car.
The rest of the band recovered, but our drummer never was the same. He hit his head on the roof
of the car’s interior and was in a coma for weeks. He never regained his full intellectual capacity.
The accident made me think. I had to reassess my opportunities.
Time to Reconsider
Events like this can bring life into focus. What were my options? Local opportunities to
play were scarce and my band was decimated. It was a breaking point. I dedicated myself to the
artists’ path and, if I was to continue to progress, there was no other option but to find a way to
reclaim the educational prospects I had squandered and get some training that enhanced my
already formed ambitions. Being a rock guitarist did not avail me to a large group of choices. I
was able to get my GED and apply for college. By some miracle the only music school that
would accept a student with a less-than-perfect academic record and had incorporated modern
music into the curriculum was Berklee College of Music in Boston, Massachusetts. I gained
acceptance into the program and prepared to leave my local tribe for new adventures. I was now
21 years old.
I made the right choice, but the going would be rough.
I had survived the chaos of life as an underage social anarchist, beatings by the people
who were supposed to be educating me, forced incarceration for holding fast to my beliefs,
familial banishment (with cause), all the while staying true to my goal of becoming an arts
professional. There was so much more to do. I knew I was at an educational deficit of my own
making, but there was no other way to get to the next level. I said farewell to my tribe, packed up
a van, and headed to Boston. This new environment was light years away from anything I had
known before. I was proud of my skills as a musician, but my fellow students were serious.
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Figure 9. My Berklee ID
Episode Three: Becoming Worthy
Don’t compare yourself
You are a worthy artist
Self-doubt won’t help you
Small Town Blues
Before I communicate the details of Episode Three, I must first discuss the emotional
complexity of growing up in, and leaving, a small town. First, generally, no one really wants to
leave. Ever. I sure did. They also believe that anyone who leaves is damaged. Anything outside
of a 90-mile radius is much too scary for them to think about. No matter how crappy the town is,
it’s a known entity. Moving to the nearest large metro area, 250 miles south, was about as far as
most people, who were very brave, were able to manage. If someone took a vacation, it was only
to places familiar to them. Disney theme parks, pre-packaged inclusive tropical destinations, or
even Las Vegas were vacation spots most visited. Eventually, once they reached a certain age
where the extreme cold was just too much, they would go to Arizona or Florida to retire. This
was the prevailing attitude towards leaving the locale. This was how the local society worked:
you were born here, and you will die here. So, if someone states that not only are they leaving,
but they will be going to college in a big scary city on the upper East coast, it is met with
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disbelief, disdain, and ultimately derision. Second, everyone knows what everyone else is doing,
good, bad, or indifferent. The prejudiced eye of the townsfolk, felt by the non-conformist
segment of the population, was oppressive. I sure felt it. Anything thing you did, or were
rumored to have done, will stick to you forever. Any future accomplishments were viewed
through an unforgiving lens. I have to admit, I did not have a great track record. My insolence
and complete lack of respect for anyone in a position of authority had created the image of drug
addled, sex crazed, maniac musician. True or not, this image was frozen in time. No matter what
I accomplished from this point on, it would be viewed through the history of my childhood and
adolescence. A great example of this was when I ran into a childhood friend on one of the rare
visits back to my hometown. I had achieved academic success, was a working composer in
Memphis, and was headed to Los Angeles to further my career at the time. This guy looked at
me and said, “I heard you died of a heroin overdose.” At that moment I was released from the
chains of proving them wrong. I only had to prove it to myself. Nothing I did was going to
convince my detractors otherwise.
Still, the population cherishes the remoteness, the small-town social structure, and the
sameness of daily existence. For me, it was the opposite. I craved the anonymity of living in a
larger city. I was tired of the judgement of others in the small social structure of my hometown. I
wanted the lifestyle you can only experience by living in a large melting pot where pretty much
everyone is from somewhere else. Yes, my decision to leave was scary, but I had cultivated a
personal sense of fearlessness early in life. I didn’t need a complex plan or guarantees. I’d figure
that out when I got there. Once accepted to the program, I announced and planned my escape.
This put me on a collision course with the judgement of the non-believers, and my own peer
group.
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For the most part, members of my hometown artist tribe were supportive. Some would
say that I would ultimately fail and return. These were the people that would never leave. One
friend in particular looked me in the eyes at a farewell dinner and whispered, “You can do this.”
I will never forget that moment. I respected his opinion and he was the only person who
addressed my apprehension directly. The reality was that I wasn’t afraid of leaving. I was afraid
of failing. This was my shot and I had some wasted ground to make up.
Reap What You Sow
Fear of failure can be a paralyze or motivate. In my case it motivated. The inspiration to
prove to myself, after years of negative feedback and personal attacks, prodded me forward. This
was my challenge. Can I prove to myself and others that I was capable of success? Public
opinion was tilted against me, but there was no other option. I was a musician and it was
imperative that I turn that negative judgement around. Not for anyone but myself. It proved to be
a solid foundation for moving forward. The life of an artist is hard at the best of times. In the end
you will only have to account for yourself. Success or failure belongs to you.
Busting a Move
I really didn’t have any belongings, so the move to Boston was fairly simple. I lived in
the dorm with two roommates I had never met and ate every meal in a cafeteria. Once I arrived
my first impression was the enormity of the city. The college was right at the corner of Boylston
Street and Massachusetts Avenue, the virtual center of the Boston Back Bay. Within walking
distance or a short subway ride were all of the places you read about. Fenway Park, the
Commons, the Old North Church, Union Oyster House, Museum of Fine Art, and Symphony
Hall were all in easy reach. I explored them all and more, taking in all of the sights, sounds, and
smells. Invigorating. Inspiring and intimidating, all at the same time. The first adjustment I had
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to make was dealing with the crowds. The subways were always packed and being 5’ 7” tall I
had my share of nose to armpit experiences. It was still better than trying to find parking for my
non-existent car. The food scene was amazingly varied in comparison to my hometown. Even
though my entire budget for food outside of the college cafeteria was $5.00 a week, I was always
able to find something that fit in my budget. Hot and sour soup was a revelation. Cannoli in
Little Italy, lobster roll at the waterfront, hotdog and lime rickey in Harvard Square, Friendly’s
Fribble near the Commons, or a slice of cheese pizza on Newbury Street were all new, within my
budget, and available to me.
A New Regimen
Acclimating to school was a complex journey. I had the motivation to succeed but
coming from a deficit quickly revealed my weaknesses. This was a jazz school. My background
was in rock, blues, and funk. I was current on the new crop of Jazz/Rock Fusion bands that were
making a big noise starting in the early 1970’s, but classic jazz musicians, and the literature
attached to them, were still a mystery to me. The musty halls of the college were filled with
drummers, guitarists, keyboardists, sax players and every instrumental variation known to man,
the bulk of the hotshots from every corner of the world. I made an early decision once I began
the program; No television or outside stimuli would disrupt my studies for the first year. I
focused on the music; Practice guitar from 6:00 a.m. to 9:00 a.m., breakfast, classwork all day,
dinner in the cafeteria, then practice again from 6:00 p.m. to 9:00 p.m. Same practice schedule
on the weekends, but with no classes. On the weekends, I explored the city. I was in the zone.
The first semester at college was brutal. The workload and expectations were immense. I
discovered why they required all entering freshmen to pay the first year’s tuition in advance with
no refunds. The freshman dropout rate was 50% after the first semester. Solid business model, I
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guess. The good news was that if you survived that first semester, you were on your way. I made
it, and I also made some personal discoveries.
Time to Pivot
As I progressed through that first year, I began to realize that the guitar prowess that
made me the big fish in my little pond back home was no match for most of the players there. I
was self-taught and rock focused. Even though I practiced like a maniac, I knew I could not
match up. I did not give up, though. I discovered something new in my skillset. I was actually
pretty good at arranging and composing. I had not considered that route and had never tried it,
but it became my new passion. I could do this and compete with most everyone there. There
were a couple of prolific outliers, but for the most part I could hang. With this realization my life
trajectory changed. I no longer needed to feel bad when compared to other guitarists. I could
succeed and even flourish in the world of music composition and arranging. This was an
important pivot.
My music business experience started to get a real-world schooling at the same time. In
my second year, I secured a work-study job at a 1400-seat music venue connected to the college.
After working in the box office for a while, I transitioned to the stage crew that worked on the
show productions. It was through this experience that I was able to meet some of my idols and
learn about artists by watching them work a show. Load-in, soundcheck, showtime, and load-out
were experiences that could not be taught in a classroom. I worked with rock acts like The
Talking Heads, Warren Zevon, Jazz/Fusion artists like The Brecker Bros., Chick Corea, and
Herbie Hancock, and classic jazz musicians like Stan Getz, Buddy Rich, Woody Herman, and
Dexter Gordon. There were many more but watching how they worked behind the scenes was
illuminating. The main takeaway was that these talented, famous humans worked hard to get
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where they were, and they generously shared many of their experiences with us lowly mortals on
the student crew.
Later, I was hired by an outside promoter to work shows at other theaters. I got to work
with a wide variety of acts, from Steve Martin and Anthony Braxton, to Jerry Jeff Walker and
Asleep at the Wheel. Working with jazz legend Sun Ra was one of the highlights. He had a very
large band and they were professional and ready to go at showtime. No Sun Ra. The crowd was
getting restless. The promoter was freaking out. Ninety minutes later I answer a knock at the
stage door. There he is, in full mystical robes. He looked at me and said in a matter of fact way,
“My earthly form is rather sluggish these days.” Then he walked out on stage and blew the
audience away. I guess sometimes you have to account for eccentricities before judgement.
The last big gig I had was working live sound for the outdoor shows of the Boston Pops
with Arthur Fiedler. He was a cranky old dude at this point, but he had an adoring fanbase. When
the Faneuil Marketplace was renovated and reopened with great fanfare in the late 1970’s, I had
the pleasure of standing on the stage looking out over the 100,000 people coming to the
celebration. It was corny orchestra music at rock show levels. What a feeling!
Making Sense of the Method
Back at school, there were a few aspects of the academic design at the college that were
to my advantage and I have carried with me to this day. First, all of what would be considered
General Education courses were domain specific. In other words, they connected with the “artistcentric” ethos of musical education. English courses analyzed song lyrics, science courses
focused on acoustics and psychoacoustics, and art appreciation and history enveloped the
experiential component of concerts, museums, and literary readings. Everything worked together
to expand the pallet available to the arts student. Secondly, they had a long-established
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curriculum based on what was called “The Berklee Method.” The coursework was handed out in
class with punched out three-ring binder holes. You could not buy this stuff in stores. It was
proprietary to the college and was guarded like a top-secret recipe. It was effective with the
added bonus of being something unattainable outside of enrolling in the school. Exclusivity!
The Quantum Connection
The last takeaway from my experience as an undergraduate was the intensity and depth of
thought required transcended mere talent. A student had to evolve intellectually while moving
through the program. Not just gaining experience or getting smarter. Learning how to tap into the
undefinable was the key. We were dealing with ephemeral concepts. Courses like poly-modal
harmonic transcription and atonal sight singing sat there at the apex of the experience. To
achieve success in these types of courses you had to dig down deep in your mind and soul to
discover things within you that you never knew existed. These thoughts only existed as
“potential” until they were consciously manifested. You couldn’t memorize anything. You had to
react in a real and definitive way that goes beyond rote regurgitation. I can remember taking my
final exam in atonal sight-singing like it was yesterday. It was at the end of my final semester.
My brain was a mélange of mush, gravel, and burnt toast. I went to my professor’s office to wait
for my turn to sing. There was nothing more I could do. I sat on the floor in the waiting area and
meditated. Blank slate. Empty mind. I hadn’t planned it, but it happened. When I finally went in,
I sang my ass off. It was perfect. I am not a singer and this type of music is not for the faint of
heart. Atonal music has no key center on which the performer can rely. You have to go from note
to note, know the intervallic distance between each note, and perform them accordingly. I had
never seen this music before, so there was no way of preparing. I had to trust my prior training
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and my acumen. This event served me well in the succeeding years because I learned to trust
myself and my talent.
Where Do I Go Now?
When I approached the finish line at Berklee I decided, due to my pivot from performer
to composer, I needed more training. An interesting problem was revealed. While I carried a high
grade point average and eventually graduated Summa Cum Laude, the pickings were very slim
on graduate schools that accepted students from jazz programs. I tried USC, but the only
program available was jazz guitar studies. Nope. Been through that trauma. UCLA had a modern
composition department and liked my academic record but, in their words, “I did not play a
legitimate instrument.” So, their solution was for me to take up the trombone and play in the
marching band in order to be accepted. Not gonna happen. I quickly realized that my experience
as an undergrad was not going to be replicated in graduate school. Finally, I found a classical
composition program at North Texas State University that was willing to accept a student with
my background. The reason was that alongside the traditional composition program was a world
renown jazz program. I could study in the traditional program and work as a teaching fellow in
the jazz program. It wasn’t perfect, but it was the best option. I prepared for the transition. I
hadn’t considered the culture shock of moving from Boston to a little town north of Dallas, TX.
Small Town/Big Town/Small Town
My first challenge was moving from a large metropolitan area, a college town with some
of the most prestigious universities in the world, to a small rural town adjacent to Dallas. I
needed to be far enough away from Dallas to prohibit any regular interaction with the culture as
it was. My first apartment was in Grapevine, TX, a small town just north of Dallas. Its claim to
fame was the “Grapevine Opry,” a very sad clone of the “Grand Ole Opry” in Nashville. One
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incident early on cemented the culture shock. I was driving down a road and a man in a pickup
truck cut me off. Now, in Boston, the natural response to this event would be a raised middle
finger directed towards the culprit. Up in New England this would be considered a common
occurrence with no hard feelings. Just part of the driving protocol. In Texas, not so much. He
pulled up alongside me and slowly pulled out a very large revolver. He didn’t point it at me. He
was just showing me his…um…advantage. It was like he saw my Massachusetts plates and felt
he’d do me a solid and tell me by actions, not words, that I was no longer in the Northeast and
new rules applied. He smiled and moved along. To this day I don’t flip off other drivers.
I began my studies and once again fear of failure, rather than fear of the unknown, was at
the forefront of my consciousness. I will never forget meeting the composition department chair
when I first arrived. He knew my background and he immediately let me know what he thought
of jazz music. He said, “You know that we don’t consider jazz to be music in this department.”
Great. Ya think you could have told me before I moved all the way from Boston? I was
determined to make it work. Luckily, there were new things to uncover and learn in this
academic situation. The good news is that the discoveries I made during this period were critical
to my success as a professional musician.
Important Discoveries
Discovery Number One. Electronic music production. I was lucky enough to live
in a time when the analog synthesizer was in its commercial infancy. They were available
to purchase, but they were expensive and unwieldy. Bands like Kraftwerk and Emerson,
Lake and Palmer had exposed the rock & roll crowd to the majesty of this new sound,
and it was popular. This particular department had a synthesizer lab and a professor
recognized around the world as a pioneer in the field. Remember, there were no personal
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computers, no MIDI, and no digital audio workstations as is the case today. We were
experimenting and flying blind. It was exhilarating. Using analog tape recorders and
modular analog synthesizers, we learned a new musical vocabulary. We studied the
various innovators in the field. Stockhausen, Subotnik, Moog, The San
Francisco Tape Music Center, and Buchla all saw the future possibilities of the
instrument and became instigators of change in music composition and production.
Because of its notoriety, a new manufacturer became aware of the program and donated a
new, exciting instrument to it. The New England Digital Workstation was something we
had never seen before. It was a multi-timbral, multi-track recorder controlled by a Digital
Equipment Corporation (DEC) green screen computer. My head exploded. I could create
fully realized compositions without the mess and trouble of getting groups of musicians
together. It was FANTASTIC! What was unforeseen was how pivotal this instrument
would be to my future career.
Discovery Number Two. Music students in the jazz department set on working
as a professional were blissfully unaware of the existential dangers lurking. My
fellowship involved teaching jazz arranging to freshman students. I didn’t mind the
teaching so much as I abhorred the attitude. This was a prestigious program and the
students were the big dogs from their high school stage bands. While I had a serious run
as a professional before reentering academia, these little shits were heavy on attitude but
had never played a note for money in their life. This lack of experience created a
breeding ground for delusions of grandeur with no bounds when it came to their
employment prospects after graduation. The big band era was already on its death bed. A
few legends were still out there, but not enough to employ the 50 or so baritone sax
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players coming out of the program. Having come from an undergrad program taught by
old road dogs who amplified the ins & outs and ups & downs of the life of an artist, I was
appalled, and I made it clear to them. This was not what they wanted to hear. If these
were the best and brightest, what could be done to set them right? I carried this concern
all the way through my career and into my transition into education.
The Finish Line Redux
As I approached the end of my Master of Music education, I still did not have a clear
picture of what to do next. I did know one thing; I was done with formal learning and ready to
get busy. Some people suggested I go into teaching. This concept was a non-starter for me. I had
completed a bachelor’s and master’s degree in five grueling years. I was spent. While my job as
a teaching fellow provided opportunities, the teaching part was not attractive to me at that point.
I wanted to do it, not teach it! Then a miracle happened. About two weeks before my thesis
defense a call came that would change my life. Again.
Episode Four: The Meat Grinder
The meat grinder whirs
The Lemmings approach the cliff
That’s entertainment!
The Call
I had an eye on Hollywood, but from experience, I knew it would be a tough slog without
a serious demo to display my skills. I was not sure as to how I could put this together. Then came
the call. A producer at a large music production company in Memphis, Tennessee called my
immediate supervisor at NTSU to ask if he knew anyone who could do vocal arrangements for
commercials and radio call-sign jingles. My name came up. My supervisor came to me and told
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me the music production company wanted me to come to Memphis for an audition. I was
ecstatic! There was a small problem, though. I had never done any vocal arranging for
commercials or jingles. This is where a long-held belief of mine kicked in.
Never turn down a paying gig. Get the parameters and figure it out. Trust yourself.
I have shared this advice with many of my students. There were very few instances in my long
career where this method didn’t work. It usually involved unforeseen obstacles, but predicting
the complications becomes a handy skillset for repeated use. You can only gain this knowledge
by making mistakes and learning from them. This audition was not a mistake.
The Audition
The drive from Dallas to Memphis is an uneventful slog through Arkansas. The company
I auditioned for was a large media aggregator that used production music and radio ID jingles to
trade for airtime and would then repackage the airtime for resale to advertisers. It was essentially
a large, complex bartering system. They had a staff of really good composers and lyricists
churning out album after album of music to be used in the upcoming transactions. What I didn’t
realize was it was a very well-coordinated pirate ship. The sales staff would go to conventions
like the National Association of Broadcasters show in Las Vegas (NAB), rent a large suite at a
convention hotel, and ply poor local radio station managers with booze and hookers until they
extracted the airtime rights they wanted to possess.
I arrived in Memphis and found the hotel room they provided. It was not posh. Not by a
longshot. It was more like somewhere you’d rent by the hour from some smelly guy in a dirty tshirt behind thick plexiglass. I didn’t start until the next day, so I began my rather uncomfortable
night of stained sheets, cockroaches, and gunshots. I moved out the next morning before my
appointment and paid for my own room at a nicer place.
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Once I arrived at the designated time, I was shown around a series of small houses on a
side street in the middle of town. Nothing spectacular, but they made music there. That’s all that
mattered. This eight-bungalow complex had writers’ rooms for lyricists and composers, a vocal
studio, a mix room, and a handful of editing suites. The main studio was housed a few blocks
away. The music director was an old movie composer that had worked on a few famous
“spaghetti westerns” in the early 1970’s. He was a piece of work. To say he was eccentric would
not go far enough. He was very welcoming to me and made sure I knew he ran the show.
After the tour I was led to my workspace for the week. A room with a wall filled with 7”
reels of tape recordings, a beat-up piano, and a desk. My job was to take a lyric given to me and
adapt it to a specific jingle they wanted to use. They had a huge library of “syndicated”
commercial tracks that could be given new lyrics and resold in another market. It wasn’t hard to
adapt to the method. I would get the typed-out lyric, vocal guide sheet, and a track number. I’d
find the recording, put it on an open reel recorder, and fit the lyrics to the melody. I could do
twenty or so jingles a day, five days a week.
The really exciting part was going to the main studio to watch them record the
instrumental tracks. The studio used to be owned by Steve Cropper of Booker T. & the MG’s.
Jeff Beck recorded there. It had some nice mojo. Watching them work was mesmerizing. It was a
different atmosphere than I was used to, organized and efficient. I was hooked.
At the end of my week I was offered the gig. $950.00 a month. Not once did they ask to
see my diploma or any academic credentials whatsoever. Over the next thirty years I would not
be asked for any academic documentation at all. But, in the end, after a very stressful academic
experience, I had a job! I went back to Dallas to finish up and prepare for my next move.
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Another Culture Shift
While living in Texas for a couple of years introduced me to some unpleasant realities
concerning racism, I was not prepared for the cultural climate in Memphis. I moved there in
1981. Martin Luther King was assassinated at the Lorraine Motel in Memphis only 13 years
earlier. The psychological wound was still fresh. This area is considered the mid-south and you’d
think (wrongly) that societal norms would be more developed than they were. I found out one
important thing right away. The whites hated the blacks, the blacks hated the whites, and both
hated yankees, especially long-haired yankees. It was stunning. As a transplanted northerner, I
felt the sting of true racist/regionalist hatred for the first time. Of course, it existed long before
this and still does, but in my travels from Wisconsin to Boston to Dallas, I had not personally
experienced it in such a direct and personal way. This hurt me to the core. I grew up loving soul
music, funk and blues. My artistic views were not influenced by race. The racial tension of the
city was high voltage, and I was uncomfortable pretty much the entire time I worked and lived
there. But I had a job in the business and was ready to tackle the challenges ahead.
Committing to the Path
As an artist, there comes a time when you have to make a choice. I had spent the last five
years in academia making art music with a specific ethos and attitude. I could have continued to
do that, but the chances of professional success beyond academia were infinitesimal. The shift is
abrupt. You go from pompous intellectual masturbation to dog food commercials in a flash. The
trick for me was to seek out and find the “art” in this new paradigm.
My first learning experience was those vocal arrangements. Five days a week, eight hours
a day I churned out score after score. In the time of Beethoven, his students learned orchestration
by copying his scores, note-for-note, in longhand. This was the modern version of that. I learned

80

through repetition. The next phase of my artistic evolution was writing and producing a 12-cut
instrumental record, for release on vinyl, every month. While I was given stylistic parameters, I
was allowed to realize my musical vision within those constraints as long as I delivered on time
and within budget. These experiences allowed me to amass a decent group of cuts for a demo
reel. I scored a movie and worked with a few celebrities on specific projects. One of those
projects was with a legendary Memphis soul singer. I was asked to write a song for the Danny
Thomas Telethon for St. Jude Children’s Hospital and this artist agreed to sing it. The recording
session was one I’ll never forget. He came in as was as nice as I had hoped. He couldn’t read
music, so it was up to me to sing the melody for him to recreate in his own style. So, here’s this
young white kid from Northern Wisconsin signing his heart out in front of a black soul music
legend. Oddly enough, I had no fear. I wasn’t a singer, but I got him in the ballpark. The
playback ended and after a short silence he broke out in a deep laugh. It wasn’t mean or
judgmental. It was a “man, that kid has guts” kind of laugh. Then he stepped up to the
microphone and made magic.
The Pecking Order
At this stage of the game one of my personal flaws came into view. It had to do with my
laser focus on moving up the ladder combined with a lack of patience. This business/social
construct had a very specific pecking order. The composers ranged in age from their twenties to
their sixties and all had an expertise in certain music styles. They had their job, and were firmly
ensconced in this little microcosm of music production. Not one of them had any interest in
going elsewhere. My personal drawback was that once I mastered a skill, I got bored and wanted
to try something new. The people who ran the place wanted us to stay where we were and do as
we were told. As my previous stories have clarified, this was not my strong suit.
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Most of the interesting projects went to the most senior writers while I stared up at them
from the bottom rung. Once in a while they’d throw me a bone if they were too busy, but for the
most part I was never going to move up unless someone died or left the company. These people
were all very comfortable within this world, so no one was going to give up much. The only
thing I could do was muscle my way up the pecking order. I demanded projects. I cajoled the
music director and project manager for more original writing projects. I asserted myself. It was
not welcomed by the other writers. I did not care. I knew this job was my proving ground, but
not my final destination. I would not be spending a decade in a town I disliked waiting for my
chance. I was slowly pushing myself up the ladder. This is where the cracks in “Southern
hospitality” began to show. I was finally able to move into the first tier of writers and nabbed the
movie job and the soul legend job. That was a breaking point. The long-haired hippie yankee was
out hustling the Southerners, and they didn’t like it. Every once in a while, one of them would
throw a fastball right at my head. For example, we were required to play on recording sessions
for other composers. While I could play, I was not in studio shape yet, as I had abandoned the
thought of being a performer back at Berklee. So, they would write a knuckle busting guitar part
for me that was almost impossible to play, just to embarrass me in front of my peers. But I was
not embarrassed. I was pissed. Getting sandbagged by people I respectfully competed with was
not tolerable. My blood boiled. I started to look to the west.
Finding the Unicorn
One of the most important tangential events during this period was my first discovery of
the existence of what I call “The Unicorn.” This is a musician that is far and away more naturally
talented person than most and seems to acclimate to any musical challenge without much effort.
It was like they didn’t have to intellectualize any of the technical mechanizations of composition
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or performance. They just did it, as if breathing. Now, I had come across many talented people
during my years as a musician and student, but this was different.
I equate it with two characters in the movie Amadeus (Forman, 1984). The protagonist in
Amadeus was Antonio Salieri, and the antagonist was Wolfgang Amadeus Mozart. Both men
were composers of note during the Habsburg Monarchy in the late 18th-century. The difference
between the two was that Mozart was a child prodigy that grew into an obnoxious, but
otherworldly talented adult, while Salieri was a God-fearing, chaste, and faithful servant to the
king. Mozart’s talents so outshined Salieri’s that the latter became fitfully jealous. He ended up
blaming God for not giving him an equal measure of talent to Mozart but instead tortured him
with the ability to see the transcendence of his talent. While I was never tortured by my ability to
recognize this kind of brilliance, it took me years to fully understand how to make practical use
of this unique type of artist. There was a unicorn at this little music production company. He had
the ability to play any instrument and write extremely complex compositions with the effort of a
sneeze. I was a blue-collar composer. I really worked hard on my craft and had to keep working
hard in order to compete. While I knew my level of skill was high enough to be worthy of
employment, this guy could do anything and there was no way I could beat that.
In all my years in the business I only came in contact with one or two others who would
qualify as unicorns. I accepted my position in relation to that unattainable strata, kept working
hard, and made my way in a very difficult world.
The Final Break
The oppression I felt was overwhelming. The other composers wanted to get back to their
established pecking order and I wasn’t letting them. A job that at one point gave me great joy
was, two years later, a source of frustration and bitterness. I was ready to go. My sister had
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moved to Los Angeles with her husband, so I had a temporary place to crash and plot the next
move. I had one last project to do. It was a set of commercials for a regional midwestern beer
company. The agency producer came into town and it was my job to entertain him as well as
write the music. It was fortuitous. This guy was an old hand in the business. We had a long
conversation over dinner about my desire to head west and he was very encouraging. He gave
me one piece of important advice;
“Find a partner to work with. Don’t go it alone. It’s too hard.” He was right.
Heading West
The ending was anticlimactic. I had nothing to say and neither did they. After treating me
like shit for months, two or three of my colleagues came up to me and asked me to keep them in
mind if there were any jobs out there. Fuck them. I was done with it. I was through with that old
mid-South bigotry, homeboy hatred, and stab you in the back while shaking your hand Southern
hospitality. Once again, I had to make a move to a place where the eventual outcome was
unknown. All I had was three grand in my pocket, my demo reel, guitars, and some personal
belongings stuffed into a U-Haul pulled by my 1983 Pontiac Grand Prix. I had three contact
names. One was given to me by the oldest of codgers on the staff. It was the number of Frank
Sinatra’s manager. Even I knew that was a non-starter. Another was given to me by a singer I
had used that lived in Los Angeles for quite a while. The contact was a music production house
in downtown Hollywood. Lastly, the contact information for a very talented composer/arranger
that worked at the same company in Memphis, only much earlier. I put them in my address book
and gave Memphis the figurative finger as I drove out of town. Two years was enough. I never
spoke with any of my former colleagues again. Bridge burned. With delight.
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Hooray for Hollywood!
It was a rough drive. It was mid-summer and I had to drive through mostly desert
landscapes. At one point my left arm was so sunburned I had to put a towel over the driver’s
window to block out the sun. Heading directly west meant the sun shone in my eyes for half the
day. With plenty of time to think, I pondered what was going to happen. Once again, uncertainty
didn’t frighten me. I had been too far at this point. Failure, while possible, was not an option. I
was all in. I was lucky enough to have the self-awareness to know that my prospects did not lie
in the stardom arena. My place was on the other side of the glass as a writer and arranger. How I
was going to do it was a mystery I had to solve. No rulebooks existed for this kind of adventure.
But I was prepared and confident in my talents. Now I just had to figure it out. It was 1983. I was
28 years old.
The Semi-Soft Landing
As I neared Los Angeles, I stopped at a pay phone to check in with my sister. She said I
needed to delay my arrival because her mother-in-law was visiting, and the MIL didn’t want me
around. I wouldn’t have a place to stay. SHIT! This was not the way I wanted to start. I was so
tired and burned by the sun I told her that I was coming in anyway and would deal with the
consequences and find somewhere to stay. While this incident seems innocuous enough, it
revealed her mother-in-law’s hatred towards me. She lived in that same small Wisconsin town I
escaped from and her image of me was locked in as that 16-year-old maniac I had been more
than a decade earlier. This really hit home and she would continue to obstruct me in many ways
for years. This was not a great memory from this scary move. I was able to stay in the apartment
of a friend of my sister for a few days until her mother-in-law left town. As soon as I could, I
moved in and began my job search.
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A Postcard from La-La Land
If you’ve never been to Los Angeles, it can be very intimidating. It’s really a large set of
smaller cities or communities stitched together into a massive metropolitan area. Since there was
no GPS at the time, navigating this complex road system was done using something called The
Thomas Bros. Guide. It was a spiral bound book around two inches thick that had every street
mapped out in great detail. The only way to get anywhere was on the freeways. Public
transportation was terrible back then and isn’t much better now. Within “the box” which consists
of the 5, the 10, the 405, and the 134 freeways is the bulk of Hollywood proper. This includes
Los Feliz, West LA, Beverly Hills, Downtown, Brentwood, Bel Air, and the outer edges of Santa
Monica. The San Fernando Valley skirted the north, the Crenshaw district and Culver City laid at
the south, East LA, Glendale and Pasadena on the Eastern edge. Within the confines of just this
area, decades of magic occurred in the entertainment industry…and I now called it home.

Figure 10. Map of the Los Angeles Basin (House1090 at English Wikipedia, CC BY-SA 3.0)
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This was a world of new sounds, smells, and experiences. My sister’s house was just off
Melrose Avenue in the center of Hollywood. A slightly sketchy neighborhood, but a very
comfortable house. The Hollywood sign was in full view from her street. I walked down what is
now world-famous Melrose Avenue without any premonition of how gentrified and posh it
would become in less than a decade. On the corner of Melrose and La Brea was Pink’s Chili
Dogs. A Hollywood institution. I still haven’t eaten a better hot dog than Pink’s.
I walked down Hollywood Boulevard, and I could see how nasty and run down it had
become. Between Vine and Highland, there was a mélange of lingerie and sex toy shops,
Dianetics hucksters, homeless men, women, children, hookers, and closed theaters and
businesses. It was a lot like Time Square in New York before it was Disney-fied. The stars on the
Hollywood Walk of Fame were dirty, tarnished, and stained with piss. It was not what I
expected. Crossing Highland Avenue heading west on Hollywood Blvd., the area started to clean
up. This is where the Chinese Theater is located. Tourists came by the bus load to stare at the
hand and footprints of stars from Hollywood’s golden age. I have to admit, it’s pretty impressive.
Inside the main theater, I was greeted by the biggest movie house I had ever seen. Put it this way,
it was so big that there was a concession stand inside the screening room.
A trip down Sunset Boulevard heading west took me past Schwab’s Drug Store, Tower
Records, The Beverly Hills Hotel, Bel Air, Brentwood, UCLA, and then dead ended at the
beautiful Pacific Ocean in Santa Monica. If I headed north from there I ended up in Malibu,
home to many household names (or at least their vacation homes). If I headed south, I ended up
at the Santa Monica Pier, then Venice and Marina Del Rey.
I would head up into the Hollywood Hills and pay homage to the movie stars and
musicians who inhabited the little bungalows lining the ridges above the city. Jim Morrison, Joni
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Mitchell, Frank Zappa, Jimi Hendrix, and David Crosby all hung out and made music off of
those little streets winding up the hillside. Mulholland Drive crosses the very top of the
Hollywood Hills overlooking the ocean views on one side and the valley on the other. The beach
cities south of the 10 took me all the way down to Anaheim and Disneyland. Like I said,
massive. So massive and congested that travel is measured in minutes, not miles. How does a
new transplant find their way? I went to work on it.
Finding a Gig
This part of the story gets dicey. I had the skills, my demo reel, and the motivation to get
out and peddle my wares. How do you start? The first piece of important information is that
everyone in your category of artistic skill is your competitor. There really weren’t any salaried
“jobs” out there. People are hired on a per project basis, so looking for help from your peers is
usually not fruitful. I had to investigate the hierarchy of potential jobs and stay plugged into that
scene. I did my due diligence. Had some meetings with a few names given to me. Nothing
sparked. I had to know more, so I dug in to figure it out. This is what I found.
It’s much different now and would evolve during my tenure in Hollywood, but this was
the lay of the land in 1983. First, the music business was segmented into three distinct areas of
expertise; the record business, film and television, and commercials. I had to be very careful
where I decided to go because each of these constituent areas did not intermingle. Record people
did not do TV/Film or commercials. Film and TV writers did not do records, and commercial
writers were not considered worthy of the other two domains. You could have great success in
one area, yet not get a sniff from the others. This would change later, and I will write about the
effect it had, but at that time, it was the reality. I had to crack the code, but more importantly, I
had to get lucky.
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Luck is Where Preparation Meets Opportunity
I am the poster child for this statement. It’s not like I devised a complex plan. I just
stayed focused and pushed forward. In hindsight, the trick was to bring a skillset outside of basic
composition and arranging to the table. The technological landscape was just beginning to
change, and I needed to catch that wave. I got lucky in one sense in that I was able to
periodically observe large TV score sessions through one of my local contacts. The most notable
was the large band sessions for The ‘A’ Team. The composer had that TV market cornered and
was doing 11 shows at one point. He had a reputation of supporting the session musician
community by doing these large orchestral scores for his shows. I would work with him later, but
that’s getting ahead of the story.
An example of my tenacity is rather laughable now. I needed to work, so I scoured the
classified section of The Hollywood Reporter, Variety, and The Recycler. One ad popped out at
me. Hanna-Barbera was advertising for script writers for its cartoons. I thought to myself, I like
cartoons! I could do this! I got an interview for the job and the look on the face of the guy
interviewing me was hysterical when I told him that my qualification for the job was that I liked
cartoons. It didn’t go well, but it does illustrate my fearlessness at the time. I didn’t care. I would
try anything to sustain and survive.
Passing Muster
One of my personal characteristics is goal setting. It could be an innocuous benchmark or
a completely unrealistic pie-in-the-sky dream goal. In this case it was fairly straight forward. I
had been a member of The American Federation of Musicians since I lived back in Wisconsin. I
continued that affiliation in Memphis, but now I had to transfer to the Los Angeles branch, Local
47. There was a catch. I had to find union work within one year to be accepted into the LA
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chapter. That was my goal. I had to make it through this probationary period. If I did, I would
feel validation of all I believed about myself and vindicated from all the beliefs about me still
held by folks in my hometown. I am glad to say that not only did I make it, I am still a dues
paying member of AFM Local 47 to this day, nearly 37 years later.
Here Comes the Sun
I had only been in town for a few weeks, but I was working it as best I could. Not much
work to be had, but the learning was ongoing. I finally cracked open my address book and called
the number of the production company given to me by the Memphis singer. I was able to get an
interview because they just happened to be looking for a new composer. The owner of the
company was an old school Hollywood session singer from the 1970’s. His voice was all over
television shows and commercials from back then. He was aging out of the business and needed
to get some young blood in to modernize the sound. I really got cranked up for that meeting. The
day came and I showed up at the scheduled time. He wasn’t there. He had to go to Las Vegas to
help an aging pop star get his singing chops together. I was crushed. The people there were nice
enough, but nothing was going to happen that day. So, I rescheduled the appointment for a week
or so later.
Take 2
The second interview date approached, and I did my mental preparation. There was no
resource to study the company, so I had to spend my time getting myself mentally ready for the
interview. The day came, so I grabbed my reel-to-reel tape and headed out. This time I was
greeted by the two owners and the staff. They listened to my reel and began to show me around
the facility. It was nice, if dated, and one wall was completely covered with gold and platinum
records. The funny part was, those records were from the bands that I grew up hating and got me
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beat up by the music teacher in junior high! This should have been an omen, but I really wanted
to work. Things were going very well when they brought me into a little side room off of the
main studio. I believe to this day that this was the pivotal moment in my professional life. One of
the owners had a big grin on his face and pointed over to a New England Digital Synclavier II!
“But can you run one of these?” he asked with a smug smile on his face. There were probably
less than 20 people in the world that could make one of these monsters go. I smiled back and said
“of course!” They were stunned. My graduate school experience was bearing fruit. This was not
only the brand of instrument I had trained on, this particular workstation played a pivotal role on
one of the best-selling albums of all time. The opening synthesizer stabs at the beginning of Beat
It by Michael Jackson came from this very machine. I did a demo jingle for a home building
company and they bought it. I was hired on the spot and my musical journey in Hollywood
kickstarted. $500 a week. Double what I made in Memphis. Drinks on me!
Historical Context
In 1980 the Linn LM-1 Drum Computer and the Oberheim DMX drum machine were
introduced to the commercial market. This event had a significant effect of how pop records
were produced. Up to that point “rhythm boxes” were basically an add-on to home organs and
were not very flexible or sonically acceptable. These new boxes were different. They had
digitized 8-bit recordings of real drums that could be played back in loops and could sync up to
tape machines via control voltages (CV). Chances are, if a pop record was produced in the
1980’s, it has programmed drums on it. It was all the rage and the living breathing drummers
hated it! It was the beginning of what I call the democratization of music production. While it
was new and exciting at the time, eventually it would contribute to the downfall of the
professional composer.

91

August 1, 1981. The first video played on MTV. It was a song by The Buggles called
Video Killed the Radio Star. It was a game changer that revitalized the music industry while
introducing a destructive ethos that valued looks over talent. Yes, this ethos already existed on
television and in movies, but now it was beamed into most homes and gave credence to the
concept of rock music as a fashion show. Don’t get me wrong, there was some good music
coming out at the time, but some very bad music performed by pretty people accompanied it.
This was a new and pervasive delivery system that utilized a new model in which the record
companies, and the artists themselves, paid for the production of the “promotional videos” and
MTV got them for free under the auspices of providing a platform to give bands more visibility.
It worked in both positive and negative ways.
On August 17, 1982 the first commercial compact disc was released. That release was
huge. Up until that time music was delivered on vinyl, 8-track tape, reel-to-reel, or cassette. All
of these were sonically inferior to the new delivery system. This invention caused a couple of
important changes. It allowed record companies to reissue (resell) an artist’s entire back catalog.
There were a few hiccups in this strategy. First, once a record was delivered by the artist, the
record company didn’t really care about what happened to the master recording. The smart
musicians, like Pete Townshend of the Who, carefully collected all of their masters to protect
their intellectual property. Others did not. Plus, the masters that did exist were sonically
manipulated for vinyl production, which severely limited the low-end dynamic range. Hence, the
early back catalog CD’s sounded like crap. However, the vinyl to CD ratio in record stores
started to shift towards the new delivery system and people bought new product on the platform
as well as old favorites. Until quite recently, vinyl had been relegated to the dustbin of history.
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In 1983, Dave Smith introduced one of the most important products in the history of
music production. MIDI, or musical instrument digital interface, is a communication protocol
used to allow any synthesizer or computer-based recording device to control another or several
others at the same time. MIDI was huge and I was invited to attend the introduction of this new
idea at A&M Studios in Hollywood. It was the future, and we knew it.
So, with all of this new technology coming into the world, composers like me had a leg
up. I was already used to digital music sequencing and production and could easily adapt to other
forms of technological advances. I was in the right spot and I could see the opportunities coming
at me. I needed to capitalize on them.
Meeting My Idols
In the pre-internet era, we weren’t bombarded daily with the latest gossip on
entertainment celebrities. Magazines and newspapers were the main resources for celebrity news.
Even television (outside of MTV) didn’t frame celebrities in a way that allowed us to understand
what types of lives they lived out of the spotlight. The reality is that you run into them
everywhere in Hollywood and it takes a while to stop getting whiplash when you spot them. So,
during my first few months of working in the heart of Los Angeles, I was constantly amazed
when I would run into a famous person. I was still just a kid from northern Wisconsin.
One of my first celebrity sightings was early on in my new job. At the end of the day, my
boss asked if I’d like to go out dinner. A free meal! Are you kidding? There was a very famous
restaurant right on Hollywood Boulevard near the studio, so we walked there. This was old
Hollywood. Musso & Frank Grill opened in 1919 and is the oldest restaurant in Hollywood.
Dark wood, red leather booths, and crabby waiters dressed in tuxedos ruled. Steaks and martinis
were the specialty. We walked in and I was stunned to see the people that frequented this joint.

93

There were two famous character actors in one booth. Part of a popular singing duo in another.
Frank Sinatra’s arranger, and the entire writing team from the Smothers Brothers Comedy Hour.
They stood out because they were all wearing mouse noses and having dinner as if nothing was
unusual. This type of thing happened all the time, especially at the old Hollywood haunts like
Chasen’s, Dan Tana’s, Spago, and many others, especially around the studio lots. At first it
didn’t occur to me, but little by little these folks transitioned from unapproachable celebrities to
colleagues. When they entered my little universe, my world became larger and much more
complex.

Figure 10. Musso & Frank Grill (Photo by Loren Javier, 2009 CC BY-SA 3.0)
The Job
I donned many caps during my stay at this company, but the job began in an interesting
way. Because most of my experience was in commercials and production music, my first two
areas of production responsibility fell into that area. When I started the gig there was an assistant
engineer working that was only a few years younger than me. He had a similar musical
sensibility and was very adept with the new electronic tools available to us. We hit it off and
bonded over the music. He became my production partner and later, my business partner. We
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worked together for almost 30 years. The advice I got before I left Memphis about needing a
partner was true. I got lucky. This guy was it.
Adventures in Toyland
One of my first client meetings was with the creative team for a multi-national toy
company at a large advertising firm. They were the “Plastic girl doll” group and it was hysterical.
It was an assemblage of around six older women whose main job was to create new and
inventive products for the doll line. The difference was that it wasn’t just a job. This inanimate
object was real to them. They would sit with us around a large conference table and spitball
ideas. I heard the phrase, “She would never do that” more than once.
Toy commercials are more technical than most people realize. They are selling plastic
junk to people who don’t need it. The ads were aimed directly at the kids, not the parents. With
that in mind, the legal restrictions were plentiful. Nothing in the soundtrack could either enhance
or replace the actual sound of the toys. No video edits under one second. Reaction shots were
always there and the child on camera had to make the exclamation. Think “she’s BEAUTIFUL!”
There were many more just like these, but the bottom line is that the composing process was
more like a math problem than an artistic experience. I struggled to find the art within the
constraints, and it was a challenge, but I got pretty good at it. Over a three-year period, I wrote
the scores for hundreds of toy commercials like He-Man and the Masters of the Universe,
Transformers, Rainbow Brite, Barbie, Tyco Racecar sets, and others. I learned quickly how
expert the agency creatives are at getting around legal restrictions. They could make a toy look
gigantic and very attractive on film, but the reality was it was still disposable junk. This did
weigh on my mind, but at that moment I was just glad to be making money in the business.
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There was another downside I had to overcome. The agency creative teams were
extremely hard to please and vague in their direction. I had to do a lot of guess work and much
translation of non-musical terms into musical reality. In this case I dealt with all of the
aforementioned restrictions and, on top of that, a clientele who mostly made my day miserable
with nonsensical rejections, ambiguous direction, and frighteningly inept musicality.
There’s Only One First
My two years in Memphis would pay off sooner than I thought. An international
production music library was going to create the very first compact disc music library for
television and movie production. The owner of this enterprise heard that I was in town and knew
of me through the grapevine. Up until that point, most of the production music used was
orchestral in nature and not very hip. This guy wanted hip and was willing to let us write just
about anything we wanted. He needed a lot of music and he wanted it fast. I ended up being the
“Rock” composer. The music of my tribe! I wrote what I wanted, and it was fun. One of the
unforeseen results was that I became the first music writer to pen “Sports Rock” music for
companies like ESPN and NFL Films. If you see old highlight reels from NFL Films, the music
is a dated orchestral rock. Think What Do You Do with a Drunken Sailor with a beat behind it.
The editors for these companies ate it up and all of a sudden, I was hearing my compositions
every Sunday during sporting events. The royalty checks started to flow in. This was much better
than Barbie’s new Corvette! I still hear the music I wrote back in the 1980’s every Sunday
during football season. It makes me smile to this day.
The Soap Operas
The music production house I worked at was affiliated with a very famous record
producer at the time. The producer was busy with the number one pop star at this time, so he
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farmed out other projects pitched to him. He’d take his cut and share the rest. This particular
project was handed out to the brother of my boss and he brought it to me. It was a top-rated
daytime soap opera with a long history, broadcasting five days a week on a major network. Our
task was to create new underscore for the entire show to be used during dramatic scenes and
transitions. My production partner and I were summoned to a lunch meeting with the show
producer.
This was not your ordinary meeting. This was a Hollywood meeting. We met the
producer at The Brown Derby, another historic restaurant. When I walked in, I could feel the
history of the place. Dark paneled walls were covered with caricatures of famous people who
frequented the restaurant. Big, overstuffed, booths lined the walls. Conversations were subdued
and secretive. This was before cell phones became common so if you got a call, or had to make
one, the waiter would bring a big old dial phone to your table and plug it in to a receptacle on the
floor. How do I know? I watched it happen at our table when the producer got a call. This
particular producer was a well-respected woman from the old school. She was a no bullshit
person that demanded, and received, great reverence. The gist of the meeting was that the she
thought the producer that farmed out the job to us would be doing all the writing and we spent
most of the time reassuring her that she would get a high-quality product under his supervision.
The truth is he never participated in any part of this project other than to collect a check. After
the client fire was put out and Cobb salads consumed, we said our goodbyes and scheduled
another meeting on the shooting stage.
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Figure 11. The Brown Derby (Photo by Beau, 2008 CC BY-SA 3.0)
At the second meeting, my production partner and I met the music coordinator and
learned how the music was integrated into the show. While I’m sure it is done differently now,
back then each music cue was loaded onto a cart which resembled an 8-track tape. The music
coordinator would read the script for that day and choose the appropriate music, load it onto a
cart and place it into a playback machine that would hold at least twenty carts. What I hadn’t
anticipated was that, since it was a daily show, there was virtually no post-production involved
except for titles. The coordinator would score the show as it was being performed to video tape.
Picture this…
Dramatic scene: “Bob, I’m having your baby!” The camera pulls in on the surprised and
horrified face of her lover. Low dramatic drone triggered in the booth, faded up and out.
Cut to a diaper commercial.
It was down and dirty to say the least.
This is where my first real “Don’t do it this way” musical learning experience took place.
At this point we were neck deep doing the rock & roll production music for the compact disc
library and had no restrictions placed on us. This project was genre specific, in that, soap operas
at this time were very exacting in their sound and look. Millions of people tuned in every day to

98

visit with their favorite characters. It’s a devoted fanbase. For example, if the show was
preempted for any reason, the phone lines lit up with complaints that they were upset that they
couldn’t see into this world and hoped nothing important happened when it wasn’t on the air.
Yes. They believed that the show just kept on going even when it wasn’t being broadcast. The
1980s version of “Fear of missing out” (FOMO) was rampant. We proceeded to produce the
rocking-est, most inappropriate underscore you could imagine. Not with intent, but with
inexperience. In hindsight it was incredibly stupid. Once we did the first set of cues and sent
them over, the producer exploded with rage. She couldn’t believe the crap we were trying to
push onto her show. It wasn’t crap, it was just wrong. We got spanked hard for it and had to start
over. Commercials were one thing but screwing this up was humiliating after we had sold
ourselves so hard to her. We ended up straightening it out, but it took some learning. I learned
that less is more. I ended up making more money from a single low drone than almost every
other cue I wrote, which brings up another topic. The royalties were HUGE. I got my first
ASCAP check and almost passed out. I made a mistake though. I told my boss about it and the
wheels of greed began to turn against us. More on that later.
Stump, the Band
With our reputation growing and a large docket of projects to work on, my production
partner and I were approached by a local singer to do some arranging work for several TV
shows. This singer was a fringe character with very little talent. His main talent was networking
in the community to secure decent gigs. This gig was choice, but he did not have the talent or
resources to pull it off. That’s where we came in.
The origins of the project were simple. At that moment in time, it was either impossible
or extremely expensive to get the rights to popular records for use in television shows. The artists
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thought allowing their records to be on television was a sellout, and the publishers and record
companies were greedy for that publishing cash. As a result, most scores for shows were original
music based on the needs of the show itself. Someone eventually discovered a loophole in this
concept. The idea was that you could rerecord a song trying to sound as close to the original
record as possible. These were called “soundalikes.” Since then, new copyright laws have been
put into place to protect a certain characteristic performance style so this cannot happen
anymore. At that time, it was perfectly fine.
So, we were hired to do soundalikes for a group of very popular television shows being
scored by an extremely busy composer. He’d send us a list of the songs he wanted, and we would
make it happen. One day it was The Beatles, the next it was the Talking Heads, then Van Halen.
You get the drift. My job was to listen to the original, transcribe it, and figure out the process it
would take to replicate the original. Since this was not a project for the company we worked for,
we’d produce them at night. I’d be writing commercials, soap opera cues, and production music
all day, then shift into soundalikes at night. The pace was brutal, but the money was obscene. We
got really good at it. So good that the record company for the Talking Heads had to send our
track to David Byrne to determine if it was the original or not.
I learned a vital life lesson. Yes, we were making a ton of money. Yes, it was a creative
endeavor at first, but while still in our 20’s, the grind began to take its toll on us.
Remember that less than talented singer/amateur arranger? Well, this was his gig, so he
called the shots, including putting himself on every single recording we did, whether it was
creatively appropriate or not. We had to make adjustments to make him look good and keep the
cash flowing. One day he pulled me aside and said, “The composer on the shows asked me to
come on as an arranger because I did such a good job.” I had arranged every single recording we
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did. I asked him if he told him that it wasn’t him doing the arranging. He smiled and said, “No.”
I exploded. I looked him square in the eye and with our faces about two inches apart said, “Don’t
you EVER claim my work as your own!” I left it at that and went on with my work, but the
damage was done. This idiot was stealing my work to call his own. There was nothing I could do
to correct it, but my drive to push through the exhaustion was gone. Any tolerance for his lack of
talent left me. I had to make a choice, put my head down and make the money, or give it up to be
happier and more creative. I chose the latter. Mid-session I told him I didn’t want him to sing on
the soundalike we were working on. He refused to step aside and not sing. I walked out and
never worked with him again. Money does not equal happiness. This was the first of many hard
lessons I learned in Hollywood.
The New Guy
At one point we were so busy with the daily jingle and production music work that we
needed to recruit some help. The guy that owned the company called up a contemporary of his
and brought him in to work with us. We were glad for the help, but there was a generational
clash between our production protocols and his. This was an old school Hollywood guy about 10
years older than us. He had a hit record as a composer and wrote music and conducted on
popular television shows and movies. His work style was not very compatible with the new
technology. He was what we called a “paper & pencil” guy. He’d sit at the piano and write out
scores then send them to a copyist for transcription. He’d then conduct a studio band or orchestra
to bring his compositions to life. I tried to teach him how to use the Synclavier and it was a
disaster. He’d sit there and stare at it like a monkey at a typewriter. The technology was a brick
wall in his creative process. It wasn’t his fault. He came up at a time when this technology
wasn’t even on the horizon, so he developed his style with what he had available. The good news
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was that he had some outside gigs, which provided me opportunities. Through him, I worked
with two country music icons on a Christmas special. We didn’t really hang out. He was part of
the preceding generation of Hollywood guys that were quickly fading away. We were the young
guns and we knew it. I did, however, have two monstrous experiences with him. One was not his
fault, the other was.
The Fall Promos
Back in the 1970’s and 1980’s the four major networks rolled out all their new shows in
the fall. They would start promoting them in late summer with a big announcement that included
a custom song for the network. The network put out a cattle call to all of the major advertising
agencies in Los Angeles and they, in turn, put out a cattle call to all of the music houses to
submit demos for consideration. This had the potential to be a big bucks gig for whoever won the
competition. We got the call and were focused on getting the job. At this point I was the primary
composer for this production house and my expectation was to have a hand in writing the demos,
but I was surprised to learn I would be allowed to come up with a solid concept on my own.
When I did, the boss took it and gave it to his old cronies, including the new composer he had
hired to help out, to flesh out. I wasn’t even allowed in the room. The ultimate insult for a
musician. Lucky for me, the whole experience turned into a nightmare for everyone involved.
First, once the song was written, we reached out to every single first-call musician in
Hollywood to record with us. We even convinced a big popstar vocalist to sing the lead. It was a
massive undertaking. Even though I was relegated to the sideline I did my job and helped with
the production. It was a big loud funky R&B workout and it sounded great. The cut was
submitted, and we waited.
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A few days later we got the word. We won the competition! What should have been a
celebratory time was quickly dampened. The piece was a big R&B shuffle. Very fun and
aggressive. The word we got was that the network had some ideas on who should sing it. A
certified popstar had sung on the demo but that wasn’t enough. It turns out that they had just cut
a deal with two country music stars for a package of shows, one of which was the Christmas
special I worked on. This was not a good fit. In fact, it was the worst fit I could have imagined.
Neither singer had done anything in this style and while the female singer’s voice was in fine
shape, the male had just had surgery on his vocal cords, and he was shot. He actually never
recovered his old voice. Needless to say, rerecording the vocals on this track was excruciating.
Two big stars out of their element. Our communication with the studio was through an executive
they had chosen to oversee the project. How did they choose him you ask? His only music
credential was that he took two years of trumpet in high school. I’m not kidding. Not three or
four years, but two. Working with him was like trying to teach astrophysics to a first grader. The
end result was awful, but we were stuck with them. The song had to be rearranged to fit their
styles. A Herculean task that became my job. The guys that worked on the original demo all got
paid and bailed. I was stuck to clean up the mess. We did demo after demo as cost was not a
concern for the studio. It was like musical welfare. Once again making big money doing
something I didn’t enjoy. The final catastrophe was a huge session we booked at A&M Studios
in Hollywood. A 45-piece band playing live on the soundstage. Once again, all the best players
money could buy, but with that comes a certain amount of negative attitude, so the atmosphere
was tense. Also, the network executive, out of his depth, invited a pair of music producers out of
San Diego to help out. While we were doing our best to regain the momentum of the original
demo, unfortunately the two producers had other ideas and tried to take control of the project. I
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was out in the recording room playing guitar and after every take I could see into the booth as
they huddled together to hatch the scheme. The end result was they convinced the executive to
reject the entire session. $100,000.00, in 1985 dollars, flushed right down the drain. I was livid.
We didn’t lose the gig, but I stopped working on it for my own sanity. Once again, no amount of
money could make up for the pain of working on this project.
Then Came the Movie
Up until that point most of my misadventures were born out of situational frustration.
Everyone gets screwed at some point. Especially in this business. This is a story of my first time
questioning my own talent and worth. I’ve always said, “Never turn down anything that could
lead to something else, something bigger.” Well, that was still my motto, but this was a gig I
should have turned down. There are very few examples in this category, and I am still scarred to
this day from the experience.
The new guy at the music production company came to me right before a two-week break
and asked me if I would like to help him with a movie score. Of course, my answer was “YES!”
The pay was minimal, but I’d be working alongside someone with some industry credibility. It’s
what you do when you’re new in the industry. The movie was nothing special. It was an 80’s
style softcore script about the fitness industry and all the sex and drama that goes with it. Think
of the 1985 movie Perfect. This was a knockoff of that. They had a good budget for an orchestral
score. This was the first mistake. At that time in the movie business, producers had discovered
using pop and rock records to enhance their score could avail them of backside profits on a
soundtrack record. They could have used that orchestra budget on purchasing the rights to pop
songs. Unfortunately, the composer they hired had no contemporary music credentials. None. He
was a good jazz writer and arranger but had no understanding of current popular music. His logic
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was to bring me in to offset his deficit. This was the second mistake. First, as described earlier,
his pencil and paper methodology was not in tune with my technological approach. We would
meet and discuss music cues and he’d send me a couple ideas. What became immediately
apparent was that he planned to dump this whole project on me and take the lion’s share of the
money. If he hadn’t already established the style (his), and the instrumentation (old-school), I
could have worked around him. I had around 10 days to make it happen and I did my best. After
a couple of 24-hour writing sessions on my own, the pressure got to me. He had abandoned me
and didn’t even check in. I stayed up the whole night the day before the session to try to get it
done. I barely did and was not confident in the quality. Exhausted and demoralized I went back
to my apartment to get cleaned up. It was the first, and only time I felt that badly about a project.
My confidence was crushed, and the tears flowed. I was a beaten man. I still had to go to the
session. Around 60 musicians filled the recording space. The music cues were tracked in
sequence. Each one was so far below my personal expectations that it felt like my entire career
was a sham. It was brutal. I had tried to write a rock/pop score with a traditional orchestra
palette. I would never do it again. By the end of the session I was toast. I knew it wasn’t good
and I knew why. Learning experience? I guess. The main composer didn’t know the difference.
He was happy as a clam. From what I heard, in post-production the editorial company replaced a
few of the cues with pop records, which they should have done in the first place. Here’s where I
had to choose. Do I let this event kill my career, or do I keep pushing on while filing this
experience away for future reference? I chose the latter.
The Breaking Point
At some point I had to make a move so I could evolve and get better at my craft. The
music production company I worked for was still running me ragged, even though I had ceased
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our after-hours work. On top of that the primary owner had become more and more abusive over
time. Not just to me, but to everyone, including his wife. This was a big turn off for me. Our
meetings were terse and unfulfilling. It finally came down to us not speaking at all. My disgust
for him was in full display. The clock was ticking. My production partner and I started to discuss
an escape plan but were not at that point yet.
The final insult pushed us over the edge. The network soap opera we had been working
on was still in play. The owner did not participate in any way. One day he came to us and
announced he was taking over the project. We soon found out the reason. He wanted to cut us
out of the royalty stream and steal it for himself. What he did was devious and effective. Since he
didn’t write music anymore, he hired a young kid to listen to our most played cues and replicate
them so he could replace our music with these counterfeit tracks. How much did he pay the kid?
One hundred bucks a cue with no royalties. Within a short period of time he had taken it all
away. Never a word to us. We twisted in the wind for a minute a until the final shoe dropped. My
partner and I were summoned into his office and told he would no longer pay us. He had
essentially replaced us with cheaper labor. We went out into a new world and had to start again,
but this time, we were in control.
As a side note, the owner was pretty much out of the business within a couple of years.
He partnered up with a person well known in the industry, and a shady character. He then
received a major blow that ended his career for good. Couldn’t happen to a nicer guy (sarcasm).
The good news is that my partner and I had already established ourselves in the business and
didn’t have to start from scratch. We borrowed a little money to set up a small studio in the
second bedroom at my house in Laurel Canyon and brought in my sister to handle sales. There
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were still many lessons to learn, but at least we could make crucial decisions and either reap the
benefits or suffer the consequences.
Four Crucial Observations
Over the next 20-plus years we would get to work with some of the most talented (and
famous) people in the industry. I do, however, have a handful of stories that encapsulate my
experience in Hollywood and stick with me to this day. Some positive, some negative, and some
disappointing or confusing.
The King of Rock & Roll. This is a story I love to tell in that I enjoyed every moment
we were working together. We got a call from the producer at a large advertising agency who
needed someone to record a rock & roll legend for a McDonalds television spot. They said they
just needed to record his voice and piano. No composing or arranging. The thought of meeting
the true king of rock & roll excited me in a way I didn’t ordinarily feel. I never got star struck. In
this job you dealt with celebrities every day. This was different. This was the musician who lit
the fuse which culminated in my choice to become a professional. He was the touchstone.
When the day came, we were ready. The client showed up, the microphones and the
piano were set. When he arrived, it was all you could hope for. He was in full regalia. Full
makeup and hair, cape, all in shades of off white. With him were six big bodyguards. His
personality filled the room with joy and excitement. Our studio has walls covered with my
guitars. He looked at me and asked, “Whose are these?” I replied, “Mine.” He took my hand and
said, “I will now call you Brother Guitar.” He then told me a story about when Jimi Hendrix was
in his band. I felt like the girls watching The Beatles on the Ed Sullivan Show. This is why I
came here.
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The musical part of the story gets more complicated. The client had a track that was
prerecorded with the thought that the artist would sing and play over it, but he did not want to
play. He wasn’t mean about it. He just hadn’t expected to play on the project, only sing. So, I
devised a plan for him to sit at the piano and sing along with the track. I went in to speak with
him and he asked for a cup of coffee with five packets of Sweet ‘n Low. We got it and he poured
all that fake sugar into the paper cup and drank it. Then, when we played the track for him it was
in the wrong key for his voice. It was too low. There was no time to record a new track, so I had
to step up and figure something out. Just like in Memphis, I had to go into the booth and sing a
new melody for one of my idols. He and I figured it out and he dug into it. When he finished, I
asked him if he would autograph one of my guitars. He did so willingly and with great flair. I
still have the guitar and it’s the only autograph I got in my whole career in Hollywood.
A Sad, But Funny, Guy. We were pitched a record project with a comedic improvisation
pioneer. I had been a fan since I saw him in a very popular movie of the 1960’s. I watched his
television show religiously. One day we got a call from a major studio asking if we’d like to
record him and another comedic legend improvising various comedy skits for a record release.
We were happy to oblige. There was little money in it for us, but a chance to work with two
comedy legends was too good to pass up. There exists a misconception that all comedians are
funny all the time, this is not always true, but there were people that made me laugh every time I
encountered them. I didn’t know what to expect from the main performer, but overall, when the
microphones were off, he was pretty dark. Turn on the recorder and he was hilarious. I spent a
lot of time talking to him in between takes and it was very sad. He spoke of the sexual abuse he
experienced as a young comedian trying to make it in New York, his screwed-up parents, and the
hardships of being a pioneer in television. He was damaged, but when he was performing, his
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pain disappeared. This was a mind unhinged from the constraints of proper society, and he could
improvise imaginary situations with great clarity and depth. The public in general never knew
how much pain he was in. I found out and it affected me deeply. I had to coalesce the two,
diametrically opposed, emotional parts of this person into a whole human being.
The Mean One. This one I didn’t see coming. It didn’t affect me professionally, but it
was a real wakeup call on how to handle celebrities. A primetime half-hour sitcom needed some
situational music. My job was to write a short jingle for an imaginary brand of toothpaste. One of
the stars was a hip-hop artist and her character would be the fictitious music writer in the show.
The premise was that she thought she could write jingles just as well as one of the other
characters, but in the end, she ended up plagiarizing someone else’s work. I also had to teach one
of the other characters how to fake play the piano.
The day came and the producers were happy with my track. The next step was to teach
this young kid how to fake play an instrument. I walked into the green room on the lot and met
up with the studio representative. I was introduced to my student and he was very nice. He took
direction well and was able to be a pretty convincing fake piano player. I thought to myself,
“Well, this is easy!” Wrong. In walks the star, looking like she hadn’t slept and smelling of
cigarettes and beer. She looked at me with such distain that it sent shivers down my spine. Craft
services brought her a plate of eggs and sausage. How do I remember this? She ate as I was
singing the song to her. Mouth open and scowling. I got through it and she sang it fine. I just
wanted to get the hell away from her. I later called the studio rep and asked, “Why did you do
this to me?” She had no answer. The good news is that I still get royalty checks for that
composition. But, to this day it gives me a stomachache when I see her on television or in
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movies. She is undeniably talented, but I met her on an unhappy day, and I became a target for
her disdain. So, when she puts on that lovely persona in public…I know better.
Takin’ It to the Streets. I end this section with a pleasant memory. We got a call from
the advertising company working on the Toyota brand. We previously had done quite a bit of
work with them, but this one was special. They wanted to do a re-record of the Doobie Bros.
song Takin’ it to the Streets for a new campaign. This project would be called syndication
advertising because while the national campaign would use it, they would also send customizable
spots out to the automotive groups that sell Toyotas. They could then use it for local and regional
advertising. The twist in this story is that it was near impossible to get permission to use the
original recording to achieve this. The Doobie Bros. corporate structure made it too cumbersome
to get all the permissions needed. So, they called us up and asked us to record a new version of
the song for the original singer to vocalize over. The artist wrote the song while he was in the
band and his voice is a distinguishable part of rock music history. To say I was excited would be
an understatement. This project also falls into the “Never turn down a gig.” Category. The scary
part was doing a new arrangement of a classic song with the original composer and singer
performing on the track. It had the potential to be a nightmare. The good news is that the
advertising agency had a pile of cash and were willing to spend it. We rented the biggest
available room in Hollywood. Ocean Way studios was home to many legendary rock records.
From Frank Sinatra to Fleetwood Mac, this studio had accounted for billions of records sold.
Once again, we hired all of the best players and background singers available. I did my best to do
the song justice with a gospel approach. The original had that kind of feel and I absorbed it and
updated the arrangement.
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We recorded the band first, then the backup vocals. While we finished those, the
singer/composer came into the studio while I was out in the room directing the vocals. It all
became real at that moment. My interaction with him was brief but impactful. He sat with me
and listened to the track. I said, “I hope you don’t mind, but I took it in a gospel direction.” He
replied, “That’s okay.” We were trying to do that on the original but weren’t good enough to pull
it off.” A feeling of confidence and satisfaction came over me. Unlike my terrible experience
with the movie score, I felt I belonged in that place, at that time. The fun wasn’t over though. We
still had to record him singing the lead. This was where the expertise of a producer came in
handy. He stepped up to the microphone and tape rolled. Out of his mouth came the most
beautiful tone you could imagine. Effortless. We were in the zone! This was when I peripherally
saw the agency team speaking in hushed tones with the Toyota clients at the back of the room. I
had seen this before, and it was never a good sign. We stopped and they pulled me aside and
whispered, “Could he say ‘Takin’ it to the Streets’ more often?” It was the title of the campaign
and they thought the original lyric didn’t say it enough. Hoo Boy! I had to go out and tell the
man who wrote the song that he needed to change the lyric to sell more cars. Luckily, everything
had gone very well up to that point, so I thought “Why not?” I went out into the room to ask him
to sing those words more frequently and I had no idea how he’d react. I had the engineer pull
down the fader so they couldn’t hear and told him the story. He stared at me with those piercing
blue eyes, smiled and said, “No problem.” I can’t think of a moment in my career that had this
much potential to be a disaster, yet the man who could cause the chaos chose not to. I will
remember his kindness forever.
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The Beginning of the End
There were times when the intellectual grind of pursuing a career is shattered by the
ugliness of humankind. This was one of those moments for me. Our business was humming
along. The jobs were good, and things were progressing at a fast pace. Every day was different.
Any calamity could be chalked up to stupid clients or dumb mistakes we made. Nothing serious.
This all changed on January 30, 1996. The world became much darker.
My production company shared a floor of a building on Sunset Boulevard with a voiceover recording company named Hollywood Recorders. Our businesses had a very symbiotic
relationship. We all hung out during the day and had a solid connection with each other. The
manager of Hollywood Recording was a 30-year-old, sweet, nerdy, chubby guy of Jewish
descent. He and I got along great. We would both show up in the parking structure around 8:30
a.m. and he’d greet me with a “Hi Marky!” every day. Five days a week. If we weren’t busy,
we’d sit down and have coffee together and discuss the business. We never had a cross word
between us. He’d been married recently and had two young children.
On January 30th we had a large orchestra date at another studio across town. The sessions
were for Toyota and there were a lot of complexities with the score. On a normal day like this I
would meet my two partners at the session site, and we’d get down to work. This day was a little
different. I had to stop by our studio to pick up my score and the parts for the musicians. Our
session was late in the morning, so I timed my arrival to miss some of the traffic coming over the
Barham pass into Hollywood. That choice may have saved my life. As I pulled into the parking
structure, the ramp to the second level was blocked off. I was already nervous for the session, so
I jumped out of the car, ready to chew somebody out. At that moment one member of our
cleaning crew came up to me and whispered, “Our manager’s up there.” I replied, “So what! I
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need to get into the studio!” “No” he said, “He’s dead. Someone shot him in the head.” The
police had not yet arrived. His body had just been discovered. I went numb. One of my partners
showed up just after me and we just stood there. Frozen. Speechless. After a few minutes we
realized that we had to get to the session across town. Cancelling it would have been very
expensive. There was nothing we could do to help our friend. He was gone. The problem was
that we couldn’t enter the studio through the normal way. It was now a crime scene. Luckily,
there was a back entrance from the front lobby elevator. We ran there and went up to our floor. It
was very quiet. We walked down the hallway and were greeted by the second in command. He
was a jovial guy with interesting backstories. He said, “Hi guys! How are ya?” with a big smile.
We looked at him for a moment and realized that he had no clue what had just happened. “Don’t
you know?” we asked. “Know what?” he replied. “Your boss is dead. Someone shot him.” His
face turned bright white. The look in his eyes was that of someone who knew this was coming,
and who did it. We couldn’t stay. I grabbed the score and parts and ran to my car. I called our
other partner and told her to go directly to the session site. Don’t stop at the office. Something
bad was going down.
At the session I had to balance my grief with the task at hand. Clients were there and we
couldn’t let on what had happened. This was the toughest session of my career. One of our
people monitored the situation on the television. We saw our friends body rolled out on a gurney.
The coverings showed the shape of his body. We had to focus and rely on our skills to get
through that session. I don’t really remember much of it. We made our client happy in the midst
of a thunderstorm of grief. All things changed for me that day.
In the aftermath many things came to light. First, it was a contract hit arranged by his
business partner. Second, the assassin stuck a 38-caliber pistol in our friend’s mouth and blew
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the back of his head off. Third, had it been a normal day, I would have been right there with him,
possibly suffering the same fate. And lastly, his business partner was someone we spent quite a
bit of time with, mostly at business lunches. After the murder he walked around without a care in
the world. We even had lunch during this time, mourning the loss. I found no pride in the fact
that we pulled off that session under such duress. We were on autopilot, relying on our skills to
get us through it. My biggest disappointment was my lack of acuity when it came to reading
people. Many other things came to light later on. Too many to mention here. At his funeral I
placed a shovel of dirt onto his casket. I cried. Ugly cried. His wife and two young kids were
there. In shock. It’s hard to even write this story. I don’t think of it often. My heart is heavy, even
today, almost 25 years later. I hadn’t felt this alone since my time in the institution.
The Slow Downward Spiral
By 1996 I was in my early 40’s. I had years of experience under various stressful
conditions, but the murder of my friend took away much of the joy of accomplishment. My
partners and I kept working, but the writing was on the wall. We began the transition from major
players to closing our doors for good. The first step was the closing of Hollywood Recording
Services. Believe it or not, the wife of the accused murderer had the right to take it over. I don’t
believe she was complicit, but damn it felt bad. Of course, she had no experience and the
company wasn’t in great shape before he died. It didn’t take long for it to fold. The problem was
that my company sublet our space from Hollywood Recording. We shared front desk staff and
the lobby area. It didn’t take long for the owners of the building to give us notice to vacate.
There was a pivotal choice to make at this point. Do we keep going, or do we call it and move on
to something else? I wanted the latter. My heart wasn’t in it anymore. My two partners wanted to
find a new place and keep going. I acquiesced. We moved our studio from Hollywood to
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Burbank. We chose an expensive property that already had a studio space built into it, but we
were in positive cash flow and could handle the increased rent. Unfortunately, our crystal ball
couldn’t envision the changes coming to the business.
One of the first things to happen was the result of our pioneering the new technology
more than a decade earlier. I call it “The Democratization of Technology.” Simply said, with a
very low cash outlay, a young person could set up a studio in their parents’ garage. Keep in mind
that quality was not high on the list of characteristics for music suppliers. Cheap was the top
characteristic. So, when competing for jobs, it was difficult to underbid kids willing to do it for
little or no money. Exposure was the luring currency. This is the clearest example I can give. I
got a call from the head of television music production at a major studio. She flat out told me that
this was not going to be something I was interested in, but out of professional courtesy she gave
me a shout. There was a new hour-long drama being produced by the studio and a major external
production company. They were looking for music for the pilot. She forwarded me an email and
here were the requirements;
1. Supply a demo of pre-existing music for them to evaluate.
2. If chosen, score the pilot without compensation.
3. If the pilot was picked up, there was no guarantee that the job would be assigned to you.
I laughed so hard. Who in their right mind would sign on to do such a project? We had bills to
pay! As fate would have it, I was wrong. These young, inexperienced composers lined up around
the block for a chance. Four hundred submissions. It was the clarion call for the end.
The second event was another studio call for a half-hour sitcom. The producer set up a
meeting with the creator and show runner. We went to the meeting as we had done thousands of
times. No worries, we just gave it our best shot. When we arrived on the studio lot, we were
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directed to a set of production offices. In the meeting room was a fellow our age and a kid that
couldn’t have been older than 23. He was the creator. He was cordial, but he wanted nothing to
do with old guys doing the music for his show. I didn’t blame him. Imagine getting a real shot at
a primetime show. The last thing you want is someone your parent’s age doing your music. I was
in my late forties by that point. It harkened back to when I first started working in Los Angeles.
The guy I worked for was in his early forties and we considered him a dinosaur. Well, now I was
the dinosaur and I knew what was coming. It didn’t matter if I could execute pretty much any
music style with accuracy and creative flair. I was one of the old guys. Ninety percent of the
talent in movies, television, and records age out of the business. It’s particularly hard on women,
but men suffer it too. If you sit in the second or third strata under guys like John Williams, Hans
Zimmer, or James Horner, you get cast aside when your clock hits the area of 50. I knew it and
expected it, but it still hurt.
The final complexity concerned my primary creative partner. We started together in 1983
and were in the studio together constantly all those years. The change happened gradually, but
when it hit its peak, it devastated our company. He began to suffer from insomnia. At first, he
just had trouble sleeping. Toward the end, he’d be up for days and reach a state of dementia that
frightened us all. It was not his fault. He didn’t drink or take drugs. There was some imbalance in
his system that took him from a smart, funny, talented guy to a zombie that couldn’t form words,
let alone complete sentences. It was a brain injury so deep that he still has not returned to his old
self. He sleeps now, but it’s not him anymore. I had to make a choice. I told him to stay home
and I’d keep the boat afloat as long as I could. Me. The guy who wanted to shut down after my
friend’s death was the last man standing. I’d go into our studio and putter around trying to figure
out what happened and what to do about it. I was hoping for some miracle, but it didn’t come.
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We were toast. The freebie music writers had decimated the business opportunities. Our
overhead was high due to the requirements of a traditional studio. My partners were done and
gone. I made the decision to shut it down. We had a great run. Superbowl spots, television and
movie scores, and working with some of the best musicians in the world. It all came to an end.
With a whimper. It was time to start fresh.
Episode Five: The Rear-View Mirror
You’ve come full circle
You can be the change for good
Does anyone care?
Anything Goes in Florida
My mother and father still lived in Florida. We had mostly patched up our relationship
over the years, and I really liked the Florida climate and laid-back social scene. I had lived
through the Northridge earthquake, the OJ Simpson trial, the Rodney King riots, and the everincreasing congestion in the Los Angeles basin. I loved Hollywood, but I needed to cleanse the
palate. The business was changing and so was I. I decided to relocate to Florida and see what
would happen. Well, a lot happened.
I really never thought about what I would do for a living once I got to the Sunshine State.
My heart still wasn’t in the commercial music business. My creative partner was gone and the
infrastructure we had built over the span of almost 30 years was on the scrap heap. I had made
some good money from the sale of my house in Pasadena, so there was no rush to find a new gig.
I installed a nice little studio in my new home, but almost never used it. The creative spark had
left me. What could I do now? I had been on a singular track for over forty years. The passion
and drive for my art held me together through tough times. Then POOF! It was gone. I felt like a
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dead man walking some days. I tried to find something, but nothing held my interest. Right about
the time I was going to put in my application at Total Wine and More, something happened.
A new opportunity fell out of the sky. A large community college in the area was looking
for someone to build a music production program to compliment an already existing traditional
Associates degree program in music. I had abandoned any thoughts of academia when I left
North Texas State. At that time, I had only a small amount of teaching experience, and not
enough life/professional experience to be a credible source for information. But now, after all I
had been through, I felt confident that I had something to contribute. It was then 2008 and I had
to gather my scholastic records to apply. This was a funny experience. I contacted Berklee
College of Music and the person said they’d have to go into basement storage to dust off
something that old. Hey!
Once I applied, I scheduled a meeting with the dean of the department. I went in with no
expectations, just a desire to present myself for consideration. He was a nice but rather stuffy
middle-aged man that was obviously a lifelong academic. I was ushered into his office which
harkened back to my time as a student. Beige walls, conservative furniture and decoration.
Nothing edgy or contemporary in any way. He wore a conservative suit with a conservative tie. I
was wearing my edgy California version of a suit. We had a nice conversation. Mostly general
topics concerning his ideas. Then he hit me with something I hadn’t seen coming. He asked, “If
you were to design a complete degree program in commercial music production, what would it
look like?” I hadn’t prepared for that question and was speechless. I had thought that the gig was
ancillary to what they were already doing, but he was talking about something entirely different.
I fumbled through some vague answers but was concerned I had blown it. We ended the meeting
and I drove home thinking about that question. I felt disarmed when asked, but my desire to get
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the job pushed me to create what eventually became the degree program I founded. I worked
diligently on a program plan, diving into my memories and excavating any gems of knowledge
that could be useful.
The final stage of the interview process was a teaching demonstration in front of faculty.
This was 2008. The last time I had taught a class was when I was a teaching fellow at North
Texas State in 1982. I had some work to do. The good news is that I knew my subject very well.
I had lived it for decades. Music production technology was my wheelhouse. I had never had a
reason to use PowerPoint in my career, so I had to teach myself how to use it. When the day
arrived, I was guided to a shabby, beige piano lab that looked like it hadn’t been updated in
years. Three rows of dated woodgrain electric pianos crossed the space. My cutting-edge
technology alarms went off, but I focused on the task at hand and taught a 20-minute
demonstration. It went well. No speed bumps along the way. I was dismissed out into the
hallway to await their decision. It was at that moment I met the love of my life. I didn’t know it
then, but I sure felt it. Not only would this person become my wife, she would be my muse and
creative partner. But, that’s another story. After a while the dean came out and told me to prepare
for an offer from the college. I would be required to meet the president of the college first, but I
was their choice.
New Beginnings, New Challenges
My start date arrived, which preceded the start of classes by two weeks. I surveyed the
terrain. After years of running my own business, I assumed that there would be organizational
characteristics to overcome. My first mistake was that I underestimated the sheer amount of
effort needed to surmount them. First, any new or innovative ideas were run through a gauntlet
of people who were disinterested in changing the status quo. Because this was a new program
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and a few key players were in my corner, I was able to navigate the stasis permeating the culture.
An illustration was issues with the technology present at the time I started. No one could figure
out why Pro Tools wouldn’t run on the Dell computers in the dingy, beige keyboard lab. This
was where my program would start delivering courses. When I checked them, I discovered that
they were fifty percent under the minimum specifications to run this software. That meant that,
out of the gate, I needed at least sixteen new computers to be able to effectively deliver the
curriculum. I had two weeks until classes started, and I believed we could put it all together in
time. Man, was I wrong. Since the computers had to be installed by the IT department, I had to
wait for the machines to arrive, then wait for them to be configured for the classroom, then
installed. Two weeks passed and classes began. There were no new computers. So, I tapped
danced through class hoping for the best. At the beginning of the second week I inquired and
found out that the computers had been delivered ten days earlier and were sitting in the IT lab,
still in the boxes, untouched. I about lost my mind. I understand inefficiencies in this type of
system, but this was plain negligence. They knew it was a priority and chose not only to ignore
them but to keep me in the dark also. It was a harbinger of things to come.
A second, more insidious, problem was the backstabbing pushback from the professors in
the traditional music program. They were aghast the commercial music production was going to
invade the little fiefdom they had created for themselves. I thought I had dealt with all the
variations of lowlifes in my journeys up to this point. These people were even more devious. In
Hollywood most of the established people know each other and also know who will try to screw
them. It’s usually for money. These people were willing to besmirch someone’s reputation to
achieve their self-centered goals. It wasn’t everyone mind you. Just a few people who all of a
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sudden weren’t the big dog in the department. Petty and petulant. Once I identified them, I could
protect myself from their attempts to undermine my immediate goals.
I wrote course proposals for everything I wanted in the curriculum. Bloom’s Taxonomy
was my constant companion. I worked seven days a week to get this thing up and running. I
eventually wrote upwards of seventy courses for consideration. Later on, at a course proposal
approval meeting, one woman stood up and said, “This looks more like a program than a cluster
of courses.” I glanced over at the dean with a confused look. What does that mean? Is it bad?
Actually, it was the catalyst for everything that was to follow. I was asked to present the
document I submitted at my final interview which outlined an entire 2-year degree in music
technology. At the time, I was told to imagine what I would have wanted to learn before I was
released into the wild years before. I got to reflect on my history as an artist and come up with a
pedagogy that assisted the students in their future career choices. I was exhilarated! When I
started the program, I had one course, 12 students, and one classroom. Within a year I built and
delivered a complete, SACS accredited, Associate in Science degree in Music Technology. By
the second year we had close to 300 students and were considered the hot, new program in the
college.
Over this period of time, I discovered that students entering my program weren’t that
much different than I was at their age. This was disturbing to me. I had assumed that the
educational industrial complex had adjusted over the years to accommodate the non-traditional
student. This is where things started to get a bit sticky.
The Disenfranchisement Dilemma
Once the program started heating up, and we received piles of applications, a few things
became apparent. When I designed the program, it was from the perspective of a single-minded
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person striving to achieve a specific artistic and career-focused goal. It truly never entered my
mind that the kind of student we would admit would be at such a low academic level. This stems
from my uninformed belief that education had become more inclusive in the years that followed
my unfortunate experience. I was so wrong. We had prepared a questionnaire for prospective
students to complete prior to applying to enter the college. As a community college, there were
no entry requirements so any accepted students could choose the music technology program. The
one exception was the nursing program. They had a robust firewall built to be sure students were
worthy of acceptance. What became immediately obvious was this particular demographic was
seriously underprepared for college studies. Not for music, but for anything other than music.
Some of the completed questionnaires I looked at were barely readable. Spelling errors, lack of
adherence to the questions asked, and a complete disregard for proper presentation was more the
rule than the exception. As I taught, my fears were born out in a lack of strong study habits and
course participation. In general, a class of 20 students would have only a handful of people ready
to learn. The others were accustomed to how they behaved in high school treated and carried it
into college-level education. Looking back on my journey, I could spot how my problems
manifested in my K-12 education. By the time I zeroed in on college, I was ready to learn. This
was not the case for most of my students. I struggled with this until I had to discuss it with a
high-level arts administrator on the public K-12 schoolboard serving the surrounding area. What
I discovered stunned me. Nothing had changed since I was in school. If fact, in many ways, it
was much worse. Because of the test-based delivery system, the arts were pushed even further
toward the periphery of the educational model. So, the result was the same as my experience.
There was no purchase for my intrinsic passions, which resulted in a complete lack of interest in
the school experience as a whole. The kicker was finding out that in the on-site grading system
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internal to the district, the arts weren’t counted in the tally of success. This meant that when
money was to be allocated, music, visual arts, drama, and creative writing were given the short
straw. Not fertile ground for budding artists. Just as with my experience, this demographic was
marginalized and socially passed from grade to grade until they were set free in the cruel world.
In my program I ended up with three basic categories of students; a) Bright, scholastically
competent, talented and ready to learn the craft; b) bright, scholastically deficient, talented and
damaged from their K-12 experience; and c) scholastically deficient, marginally talented and too
damaged to compete in the academic arena, let alone the professional marketplace. Most students
fell into the second or third category. They could come in as a talented artist, but the preceding
years of schooling left them unable to succeed in general educational environments. It broke my
heart and I had to do something, or at least try.
Not Our Problem Until They Come in the Door
I had this beautiful shiny new accredited program built but it was being weighed down by
this huge flaw. The students weren’t ready for even the most basic educational design. The end
result was the majority of students polluted the process for the high achievers. After all this work
and creative thought, I hit a roadblock. The program was as popular as ever, but I found my staff
falling into bad habits when it came to socially passing students along. This is where my trigger
was pulled. The college had been very generous with gear and facilities, but when it came to
solving this kind of academic problem, it was woefully deficient. I began a quest, which ended
with my exit from the program I built.
The first thing I tried was to figure out why our potential students were having problems,
especially in high school. First, I went back to the Florida Department of Education (FLDOE)
website to determine what the requirements were to become a high school music teacher. My
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head exploded when the requirements were pretty much the same as when I was in school way
back in the dark ages. Band, chorus, and orchestra were the big three then and now. No
electronic or digital production requirements. No modern instruments. With few exceptions, the
teachers taught to the lowest common denominator, which was making the study of art basically
an “enrichment” course. While this is all well and good for the general population, it is not
motivating for someone who wants to enter the business of art. The result was the students
scouring the web for information, some of it good, some not so good. By the time they got to me,
they thought they knew all they needed to know and were going to breeze through the
coursework. Of course, that was not the case. They could be enormously talented, but not able to
do simple math or apply true critical thinking. I was devastated.
My next move was to try to work within the confines of the college administration in
order to figure out how to reach out to area high schools and provide them with assistance in
finding a way to harness this creativity and motivate students to apply themselves in the general
educational area to make their transition into upper education more enjoyable and successful. I
went to meeting after meeting and made a lot of noise. I discovered that the FLDOE educational
frameworks for the arts had not been updated since the 1960’s. I offered to go to Tallahassee to
advocate and was summarily dismissed. I asked for budget to pay my professors a stipend to go
into the schools on a regular basis to identify and assist the staff in discovering and encouraging
potential students to see the long game and apply themselves in such a way as to prepare for the
future. I couldn’t raise $50. We had meetings on-site with academic staff to ascertain their needs,
but when it came to execution, support disappeared. I sat in meetings every Wednesday morning
where we were drilled on student success. What I discovered was there was no interest, or
applicable pathway, to help these kids until they were already damaged and at our doorstep.
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They faced a phalanx of entrance exams that would immediately require them to take remedial
general education courses that didn’t enhance their experience or motivate them to do better. It
was high school with ashtrays.
Three Words You Never Want to Hear
After a time, the constant stress of trying to remedy various issues with the program took
its toll on me physically. First it was just general exhaustion, but I was used to that. Then one
morning I felt a lump in my neck. I got worried. It was getting bigger. I went to the doctor and
was sent in for some tests and a biopsy. At the next doctors visit he looked me in the eye and
said, “You have cancer.” Squamous Cell Carcinoma to be exact. It began as a small sore on my
face but had metastasized into a golf ball sized lump in my lymph nodes under my jaw. It is my
belief that all of the energy pushing me forward in academia had manifested itself in this disease
that was in an aggressive position to take my life. Surgery, then radiation therapy were put into
action. The surgery, because it was just below my jawbone, was incredibly delicate and
physically devastating. The radiation was even worse. My sense of taste was altered so
everything I ate or drank tasted like battery acid. I lost forty pounds over six weeks of daily
radiation. I do not recommend it as a weight loss regimen. In the months of recovery my outlook
at life and work began to change. The sacrifices I had made up to this point were unimportant.
My tolerance for academic dogma was pretty much gone. Things had to change.
The Collapse of Motivation
When I began my new academic journey, my biggest hope was to create a program that
was a destination for prospective students, not a pass-through point to other institutions. I wanted
our graduates to be ready to take on the world when they hit the street. My biggest fear was to
allow the program to become just like many others. They become a last resort for parents to get
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their kids to attend college. One of my suppliers referred to them as $70,000.00 Hail Mary’s.
This created graduates loaded with debt, heading into an industry where substantial money is
hard to make right out of the gate. I thought of my program as the antithesis of that. Our students
could tap into the Florida Bright Futures funds for tuition. Even if they had to go out-of-pocket,
or get student loans, the cost was a small percentage of those private institutions that didn’t give
them anything more, or in some cases less than we could offer. At the pinnacle of my fears was
to graduate students so unprepared that we would get the reputation of a less than adequate
educational opportunity. Unfortunately, the lack of institutional support for initiatives to prepare
students for entry into a program such as ours allowed our students to pile in with no chance of
completion. One man could not stem this tide. I was exhausted. A job where I looked forward to
pushing forward to excellence became a personal hell. It affected my health, relationships, and
overall daily demeanor. Something had to give. Each week I would hold a meeting with my
available teaching staff to discuss problems or successes and determine what steps needed to be
taken to remedy or promote any specific situation. One day I stopped in the recording studio just
prior to the meeting. There were a pair of students recording a project. These students were in the
last semester of a four-semester track. If the professors were on their game, they should have
been really comfortable with the recording process. These students weren’t even close to
proficient. They stared at the recording console like it was some mechanism from outer space.
They could not figure out how to get it to pass through a sound. I quickly showed them what they
were doing wrong, but inside I was seething. Were we going to graduate these students? Why
had they passed through the first three semesters of this course without attaining competence? I
went into that meeting and lost my mind on them. These “educators” had decided to do the same
thing to the students that was done to those same students in high school. Socially pass them
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through without caring about the resulting professional failures when they graduate. I had come
full circle. Inside my head was the nine-year-old kid watching The Beatles on the Ed Sullivan
Show and choosing a life trajectory that would take decades to achieve and succeed. I saw these
students as victims of educational stasis and teacher apathy. I had 5 full time professors and 27
adjuncts. My ranting was not well received, but I didn’t care. My dream of educational
redemption was gone. My motivation to fight on was gone. I was toast. It wasn’t that long after I
gave notice and after a six-year run, left my program behind.
A Chance to Create the True Vision
Even though I was glad to have left that place, I carried with me a deep regret that I
wasn’t able to realize the dream of creating an inter-disciplinary arts program. Yes, the program I
built was successful, but I didn’t measure success by the number of butts in the seats. I wanted to
measure it by the success of the graduates. I stewed about it for a couple of years and then a
miracle happened. I discovered the Ed.D. program in Educational Innovation at the University of
South Florida. I applied, was accepted, and began another journey. One with the scars of battle
still fresh in my mind. The goal became to build a new educational model. One that I tried to
create before, but this time with no administrational interference. No faculty pushback. There
would be no walls or barriers to inhibit or obstruct the vision. Little did I know that the journey
would be so enlightening beyond my wildest dreams. I have now closed the circle. I am ready to
evangelize the new approach.
I have fought the wars
I carry the scars with pride
Time to pass the torch
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Chapter Five: Analysis
How Do the Five Integral Components Manifest Themselves Within My Critical Evocative
Autoethnography?
The autoethnography provides ample opportunities to examine the life/work events that
have occurred across my lifetime and compare this history through the five integral lenses. Over
the period of time covered in the autoethnography, the componential dynamic manifests itself in
different combinations and varying degrees of effective dominance. For example, academic
disenfranchisement occurs in early developmental stages and is the most powerful altering force
during formative years. The residual effect on other components either fade over time or
maintain a presence depending on the coinciding conditions or situations. Therefore, the key
element in this analytic process is not to merely identify which components exist within the
narrative, but to reveal the dynamic interactions that create the story of why any certain situation
played out the way it did, and how it affected my personal and professional trajectory. I
deconstructed the important episodic events and analyzed them through all five resident lenses
making sure to correlate each separate component into a rich description of The Artist-inContext.
The Five Lenses Recap
The first delineation between the five components is the split between what I consider to
be internal processes (i.e. creativity and motivation), and external areas of significant influence
(i.e. socio-cultural, academic disenfranchisement, and professional complications). The internal
components can, and do, work together in various ways without any external influence
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(Hennessey, 2010). Once the external components are introduced, they have a dramatic effect,
either positive or negative, on the two internal components. Within each component is its own
internal structure, requirements, and meaning, akin to DNA. This theoretical genetic material is
defined through the relevant literature, and these definitions and models were used to illuminate
the dynamism of the five components and their sub-theories.
When any series of these components interact, the synthesis of all participating
components creates an effect, either positive or negative, on the Artist-in-Context (Ford & Smith,
2007). The resulting conditions, extracted from my critical evocative autoethnography (Bochner
& Ellis, 2016), were examined to determine which characteristics are unique to me or are
generalizable to the artistic community. The macro view of this analysis reveals that, while each
component resides in some form within each unique individual, the reaction of that individual to
the synthesis of all components must be contextual and each reaction to these stimuli is unique
and personalized.
Sub-Components
Each of the five theoretical frameworks or components have internal mechanisms, or the
equivalent of DNA, that work together to create a specific result within the definition of that
particular component. For instance, the resulting personalized event can create its own subcategory of results that will also have an effect on the overall dynamic interplay. Flow
(Csikszentmihalyi, 2013, 1994, 1996; Csikszentmihalyi, Abuhamdeh, & Nakamura, 2017), is
similar to aspects of Self-Determination Theory (Ryan & Deci, 2000), in that, if a certain criteria
is met, the outcomes are well defined in the literature. However, the theoretical frameworks are
not the same. While Thriving with Social Purpose (Ford & Smith, 2007) presents a model of the
dynamism of the componential process, it is in contrast, or is complementary, to The Dynamic
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Componential Model of Creativity and Innovation (Amabile & Pratt, 2016). The authors expand
the model into a more complex, yet generalizable, construct that brings other elements, or its
own genetic material, into the framework of their theory. Another sub-theory that contributes to
the overall ultimate conclusions is the Four C Model of Creativity (Kaufman & Beghetto, 2009).
While not applicable to be a stand-alone component in this research, it can be used as a
measurement for competence within the requirements in other primary theories. For instance, as
I moved through my life and experiences, if all went well, I should have increased my skill level
and progressed through the levels of the Four C model. This perceived competence feeds into the
Ryan and Deci (2000) model and the competency requirements of STD theory, while also
feeding into the Personal Agency Beliefs (PAB) in the TSP model (Ford & Smith, 2007).
Episode One:
How Did Creativity Manifest Itself Within My Own Artistic Journey?
In my early existence, creative thought was much like that of other children. Imagination
in playtime (with or without friends), consumables like comic books, classic television, and
movies (before they were classics) were the center of my world. No different than most kids. At
an early age some children “create” their own reality to entertain and comfort. Creativity, while
present in Quantum form (Goswami, 1996), was free and unfocused, but I had yet to find my
Element (Robinson & Aronica, 2009). While some children will have aspirations unhinged from
the realities of life, the discovery of an intrinsically motivating calling or vocation will provide a
point of focus that contextualizes a young person’s existence (Ryan & Deci, 2000). At this early
point I hadn’t found the one thing I needed to do. So, my initial creativity level within the Four
C’s construct was mini-c (Kaufman & Beghetto, 2009).
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As I grew older, my musical tastes matured. Rock music was especially dear to me. I
listened more critically to the records I played. Then, The Beatles happened. This single event
catapulted me into a state of wonder that carries on to this day. At the onset of Beatlemania, I
was drawn into the world of music and performance. I felt creative within the constraints of my
choice of music and what it represented to me and my peers. As my skill level increased, leading
to increased competence, so did my creativity within the performance construct. I was a guitarist,
not yet a composer. Throughout analysis I identified the crucial signposts where my creative
trajectory changed, accelerated, or decelerated. These pivotal events contextualize my
aspirations.
How Did Motivation Affect My Life as an Artist, and in What Ways Did It Affect
My Creativity?
During my early years, the motivation/creativity connection was not in a state mature
enough to evaluate conditions (Hennessey, 2010). However, my intrinsic motivation to become a
musician was beginning to evolve and the tenets of both SDT theory (Ryan & Deci, 2000) and
TSP theory (Ford & Smith, 2007) began to create internal connections that either enhanced my
progress or created a blockage that had an effect on my personal life. The first discovery was the
issue of my age. My musical idols were easily a decade older than myself. By definition two of
the three innate psychological needs presented in SDT were unsatisfied at this point. While I
related to the music and the scene it was creating, I was not autonomous, and my competence
was in its infancy. A deep look into the Cognitive Evaluation Theory (CET), reveals a sub-theory
of SDT (Ryan & Deci, 2000), the variables that directly affect achieving true Self-Determination
can be used to map out the initial complexities of this particular state in my development. In
social contexts and situations, I was receiving mixed, if not contradictory, signals on my
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movement towards the arts. Society in America was focused on the post-war economic boom
and the luxuries it could afford (Wagner, 2020). The situations I experienced revealed a nonconformist/anti-authority stance within my emotional makeup that is still part of my inner self
today.
The introduction of the TSP model (Ford & Smith, 2007) reveals my contextual
relationship with its four main components. The Beatles revelation inspired me to create a goal
for my life. My capability beliefs and context beliefs were still in the larval stage. My emotions
were at the very front lines, on my sleeve so to speak, with my anti-establishment demeanor on
full display.
How Did Socio-cultural Influences Affect My Development as an Artist, and What
Influence Did These Have on my Motivation and/or Creativity?
I carried the weight of an unconventional viewpoint toward conformity and authority
figures. This stance created the first blockage in my artistic context. By the first grade I was
aware that I could push my agenda and effect the construct of my early education. This
realization would inspire me to push the boundaries even further. Results would vary depending
on where and when I was pushing, and how hard. While not defined as a perfect example of
autonomy as described by Ryan and Deci (2000), this nonconformist attitude was the initial
exploration and engagement of the limits placed upon me. Non-conformity was not a cultural
norm at the time. The post-war values of behavior required a compliant participant. This
dissonance between my behavior and the expectations of my family was also a reflection of the
contemporaneous cultural shift away from passive compliance.
The main influences external to me were the ethos of the new musical tribe that was
forming and evolving in response to various dramatic historical manifestations of political
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assassination, war, and the generational break that occurs between parents and children (Dust,
Gerhardt, Hebbalalu, & Murray, 2019). It wasn’t a simple choice to just learn how to play the
music. I had to embrace the idealism and rebellion contained within the art form. The beatniks
coming out of the 1950’s and the folk singers that preceded them pushed the boulder off the edge
(Raskin, 2017). I reacted to the influential artists of my time. The art produced by these
influences held a mirror up to society and reflected the rebellion against the normative
acceptance of war, racism, and the embrace of materialistic values.
The direct result of my personal evolution was the disapproval of my entire family and
the parents of my childhood friends. Being a musician was fine as long as it was the type of
musician they wanted me to be. A concert pianist? Approved. A rock guitarist? Not a chance. To
me, this was an unwanted power grab grounded in the thought that I would surrender to their
demands. The exact opposite happened. An adversarial stance was taken on both sides of the
issue. This was my version of mindful tenacity as defined by Ford and Smith (2007).
How Did Academic Disenfranchisement Affect My Personal Growth and Artistic
Temperament?
While I had problems with nuns and the religious doctrine being thrust upon me, I didn’t
really feel the sting of academic disenfranchisement until I had already chosen my path and
declared myself part of the artistic tribe. This happened when I was nine years old. While I went
with the flow up until that point, I did not find any personal satisfaction in the arts-based courses
offered at that, or any other, academic level. By the time I was working as a guitarist in a band,
my outward distain for school was fully operational. The inner dynamic of my intrinsically
motivated need to be a musician and my adoption of the new tribe collided with the conventional
norm and manifested itself as outright anarchy. I was disenfranchised at home and at school. It
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was not a growth pattern, unless simmering anger and complete disjunction from the mainstream
is counted as progress. This antagonistic stance on my part allowed my parents and other
authority figures to craft a method to institutionalize me by the age of fourteen. I had no back up
and no support system that could make a difference or rebalance the equation. It was me against
the world. The closing of this episode results in my freedom being taken away and my behavior
labeled as “incorrigible.” The beatings I took from schoolteachers and administrators did not
affect my resolve. It only served as validation of my goals.
What Effect Did Professional Complications Have on My Creative Choices and Did
These Complications (or Creative Choices) Affect My Artistic and Professional Goals?
In Episode One there was only a small grouping of professional experiences. My first gig
at the Hawaiian party pushed my aspirations into the forefront by serving as a proof-of-concept
for my desires in the artistic realm. The jobs that followed cemented my antagonistic resolve and
gave me hope that my choices were being substantiated. This confidence only gave a sharper and
destructive edge to my other decisions regarding family life and education.
Summary
Episode One serves as an introduction to the earliest events in my journey towards
achieving success and/or satisfaction as an artistic being. The dynamic connections regarding the
integrated concepts of each theoretical framework were in their infancy. Creativity was only
directly fed by small margins of success as a guitarist in a performing ensemble. The imbalance
of challenges and skills had yet to be clarified and rectified (Csikszentmihalyi, 2013). Motivation
was intrinsic, but the components in the two primary models (STD and TSP) were still to be
worked into a functional paradigm (Ford & Smith, 2007; Ryan & Deci, 2000). Socio-Cultural
influences came from three different, and sometimes opposing, sources: the culture of the music
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which inspired me, the disapproval of my family, and the lack of domain specific educational
opportunities. The latter two contributed to my antagonistic stance towards control and
conformity. My first experiences with the business side of the arts were fantastic and rewarding
as the pressures of true entrepreneurship would come a little later (Dino, 2015). Episode one is
bookended by the culmination of my fight for control and animosity towards authority. My
institutionalization represented the end of this initial phase of personal and professional growth.
Thematic Overview
Creativity
Quantum Creativity. Creativity, in quantum form, exists at birth and is used by the child
to understand the world external to them through imaginative play and daydreaming (Amabile,
2018; Ivcevic, Bazhydai, Hoffmann, & Brackett, 2017; Shamas & Maker, 2018). As the child
matures the ability to create imaginative scenarios in play increases and will continue to expand.
The Four-C’s. Mini-c creativity is the standard beginning state within the process of
figuring out the world and its processes (Kaufman & Beghetto, 2009).
Finding Your Element. At various stages of growth, a person discovers their “element”
and begins to focus on their primary area of interest. It isn’t a switch that is thrown of an
irrevocable decision. It is just the beginning of discovery and wonder. If the discovery process
sticks and a life trajectory begins to form, the child will immediately begin to experience the
doubters and naysayers that question this choice. The depth of interest and conviction of the still
evolving mind will determine whether or not a person can withstand any negative input.
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Motivation
Intrinsic Motivation. As soon as an aspiration is developed, intrinsic motivation, or the
need to do something just for the joy of it, takes hold. At a young age, thoughts of making money
or having a career are secondary to exploring this new area of interest and inspiration.
SDT/TSP Evolution. The effective weight of the SDT and TSP models, on the overall
context of someone this young, is either unfocused or in the developmental stage.
Socio-Cultural
Early Influences. During early life stages, my most prominent personal characteristics
were contained within emotions, peer influence, and familial complications. Societal norms that
were a product of the post-war baby boom were being challenged.
Artistic Evolution. A self-identified artist will seek to push out and expand the
boundaries imposed upon them. A single trigger event can provide the inspiration to self-identify
as a member of a certain domain. The intrinsic motivation to become an artist worthy of
acceptance into my peer group was fed by the experience of skill progression as I pushed
forward.
Inspirational Offsets. While certainly pervasive, familial disapproval regarding choice
of domain can be mitigated through inspiration supplied externally by peer groups, exemplars in
the field, and societal events that serve as an ad hoc proof-of-concept, justifying my
intransigence to alter the choices made. The characteristics of each group is reflective of the
cultural norms forming the ethos of each constituent faction. Familial norms did not align with
peer group norms. Historical events triggered different reactions within each distinct sector of the
cultural makeup of society.
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Academic Disenfranchisement
Early Impediments. Personal disenfranchisement began as a reaction to the cruelty and
regimentation imposed upon me at a Catholic school.
Unsatisfied Desire to Learn. Once I self-identified as an artist, I began to investigate
opportunities to advance my skills but found no avenues to pursue within the early 1960’s
educational construct.
Alternative Avenues. Being forced outside of the conventional educational channels also
exposed me to alternative stances in societal norms, educational dogma, and familial alienation.
Professional Complications
Too Soon for Business. This age is much too early to introduce the entrepreneurial
complications of a career in the arts.
Proof-of-Concept. There is, however, a chance to prove the concept by participating in
an artistic expression and experiencing the pleasure of stepping into the domain and receiving
praise from others.
Episode Two
How Did Creativity Manifest Itself Within My Own Artistic Journey?
Between the ages of fourteen and sixteen my competence level on the guitar was
expanding. Most likely in the high mini-c to low little-c due to a progression of skills (Beghetto
& Kaufman, 2007; Kaufman & Beghetto, 2009). As my musical acumen increased, so did the
complexity of the music I was learning. My guitar dexterity peaked at the end of Episode Two.
This experience was akin to an internal Ping-Pong game between creativity and motivation. As
my competence increased, my desire for harder challenges increased. Once challenges were met
the progress loop was closed (Amabile & Pratt, 2016).
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How Did Motivation Affect My Life as an Artist, and in What Ways Did It Affect
My Creativity?
This would be the first time all three innate psychological needs of SDT theory were
satisfied (Ryan & Deci, 2000). I felt progress in my competence levels. Since my family had cut
me loose, I was completely autonomous and able to choose my artistic direction. I was in a
position of dominance in my local tribe, so the relatedness factor was seated in peer group
association rather than familial support systems. When CET variables are integrated into this
context, the characteristics SDT seeks to advance become more deeply affected (Ryan & Deci,
2000). One of these variables is the situations resident within each event occurrence. Intrinsic
motivation was in plentiful supply, feeding my desire to progress. Being a newly emancipated
teenager, my self-regulation left much to be desired. My behavior at that time is best described as
feral. My well-being was buffeted by the economic pressures of making a living, while I felt
satisfaction with my progress as an artist.
Within the TSP theoretical frameworks (Ford & Smith, 2007), the components are more
active in their dynamism. Goals were already set. My capability beliefs were ever increasing
with rehearsal and exploration. The context beliefs were still a work in progress. While my
skillset was expanding, the skills of my local tribe of peers was beginning to plateau. For most of
them, playing in a band or even becoming a next-tier musician was not necessarily a personal
goal, but more of an activity that provided enjoyment. The change in the local music scene
would eventually curtail their ambitions. The emotional part of the TSP model was also
morphing into the self-realization that I would have to seek out other learning opportunities to
continue my growth pattern.
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It was during this point in time that I began to experience Flow within the performances
of the various musical groups I was working with (Csikszentmihalyi, 2013). My personal goals
were clear. The balance between skills and challenges was geared towards the collective, but also
each constituent part of the group. The feedback of my performance was immediate at two
different levels. First, the audience would evaluate me within the performance dynamic, then my
bandmates would do post-performance evaluations to find weaknesses in our show overall and
each member’s part in said performance. That new feeling within my chosen vocation inspired
me to become more proficient in order to keep that experience as a possibility.
Lastly, the car accident forced me to reevaluate my current situation and begin to look
elsewhere for learning opportunities and growth possibilities.
How Did Socio-cultural Influences Affect My Development as an Artist, and What
Influence Did These Have on My Motivation and/or Creativity?
At that point I had escaped the familial scorn and constraints and traded them for the
difficult task of economic survival. Somewhat surprisingly, I do not remember this as fear
inducing. I had confidence to pursue my goals and aspirations, believing that the economics
would work themselves out.
One of the most important components during this period of growth was the idea that
because this artform needed an audience to provide feedback and emotional support, my
participation in organized professional music became a socio-cultural act with both performer
and audience contributing to the eventual outcome (Glǎveanu, 2015). This connection is one of
importance because while socio-cultural influences can vary depending on time, place, and
participants, the audience/artist connection is a crucial link to validity of the creative process.
Artistic processes tap into the unknown, internal creative components of the producer. The
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audience evaluates and supports or criticizes each artistic act within the confines of their culture.
The result is either positive or negative, but that doesn’t mean that the artist has to accept
judgement at face value.
A second, but equally important discovery during this moment in time was the
importance of the collective mind to realize an individually conceived creative vision (Sawyer,
2007). Playing in a band added another layer of complexity to individualist construct. When we
came together with other artists, each carried their own set of contextual positives and negatives
which usually ended with the disintegration of the grouping (Goncalo & Staw, 2006). The upside
was the exchange of ideas that came from collective, or group, consciousness in the performance
mode.
How Did Academic Disenfranchisement Affect My Personal Growth and Artistic
Temperament?
Once I was emancipated from familial constraints, and my performance career began to
flourish, my alienation from the intransigence of the public-school curriculum came to a head. I
had found my element (Robinson & Aronica, 2009) and was in a steep learning curve outside of
normal scholastic channels. This intrinsically motivated trajectory (Deci & Ryan, 2010) was in
direct conflict with the rigor of conventional classroom learning. Non-domain specific
coursework held no interest for me (Baer, 2015). The final result was dropping out of school and
heading out on my musical journey.
I had no regrets until the very end of this episode. I suddenly realized that my growth
pattern was beginning to plateau within the constraints of my location, and I would need more
domain-specific training to reach the next level (Baer, 2016b). That realization involved a
conceptual shift to create a motivational pattern for higher education not present in high school.
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What Effect Did Professional Complications Have on My Creative Choices and Did
These Complications (or Creative Choices) Affect My Artistic and Professional Goals?
That was the first time a true business complication had a direct effect on my professional
trajectory. The advent of disco on a large scale decimated the live music scene (Lawrence, 2003).
This complication forced working bands to travel more and farther than previously required. It
was on one of those trips that the car accident took out critical band members effectively
dismantling the band.
These two complications solidified my resolve to find a new way to move up to the next
level (Bandura, 2010).
Summary
Episode Two represents a pivotal time in my personal and professional life. I was able to
move up through the ranks and become a more skilled musician. That progression revealed
deficiencies in my training that I could not solve on my own. Within the span of five years my
alienation from conventional academics had been replaced with the possibility of domainspecific training that eschewed the exact academic dogma that had disenfranchised me from the
beginning (Kaufman & Baer, 2005). While catastrophic at the time, the car accident actually
gave me the nudge I needed to take a personal leap of faith into an unknown world of
experience.
Thematic Overview
Creativity
Dynamic Influences Form. Once creativity and motivation begin to communicate with
each other, the power of these two internal processes begins to manifest an increase in creative
choices due to an increase in domain-based skills.
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The Four-C’s Redux. The spectrum of mini-c to Big-C is not static and will evolve or
devolve based on the contextual relationship of the artist and their surroundings.
Spurring Creative Thought. The dynamism of the components begins to display their
mutual influence on each other. This, in turn, spurs creative thought.
Motivation
It’s All You Have. At the amateur or semi-pro level, intrinsic motivation is all you’ve
got. The travel is hard. The food is bad, and the pay is abysmal. All you have is your art.
Connections Form. At this stage of personal growth, the tenets of SDT and TSP theories
begin to form connections. Psychological needs, goals, capability beliefs, context beliefs, and
emotions begin to send messages to each other to contextualize the experience.
Flow. Experience of Flow begins as skills and task requirements align with each other.
Socio-Cultural
One Problem is Replaced by Others. Emancipation from familial restraints does not
remedy all problems with all influences. It only replaces those impediments with other sociocultural complexities.
Skill Matching. Once capabilities match the challenges in executing art, the actual
performance of art becomes socio-cultural, in that, a performer-audience synergy, or
communion, allows the artist to expand their horizons at the creative level.
Working in Groups. Group creativity is never easy, but it educates all of the participants
through cooperative artistic statements. Emotions tend to complicate this process and invariably
corrupts the process with ego-based conflict.
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Academic Disenfranchisement
Academic Constraints. If professional aspirations and intrinsic interest in the subject
collide with academic constraints, the most likely outcome is low academic performance.
Domain Specificity. Domain specificity is a crucial educational element in all subject
areas in order to sustain and nurture student interest.
Professional Complications
Watch the Market. One of the crucial mistakes aspiring artists make is either misreading
or not paying attention to the market for their art. This can happen during the growth period or at
the top of the professional strata.
Look to Yourself. If tragedy strikes, self-examination and appraisal can lead to insights
that remedy the chaos and insecurity of situational dynamics. Critical cues for change should not
be ignored.
Episode Three
How Did Creativity Manifest Itself Within My Own Artistic Journey?
This episode is more about being creative with my strategies and aspirations than the
artistic creativity at the outset. I was still one of the alpha fish in my little musical pond and
enjoyed credibility as an instrumentalist. The shift in business conditions and the car crash
redirected my thoughts to my future as an artist. I was forced to contrast my aspirations against
the conditions on the ground to determine what opportunities lie within my limitations. While
this process could also be construed as critical thinking within the creative realm (Runco, 2003;
Wechsler et al., 2018), it involved the external manifestation of my hopes and dreams within my
conscious thought (Goswami, 1995). The duality reveals itself when one must compare this
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manifestation with the intellectual considerations within critical thought and internalized
objectives, whether known or in the quantum state.
Once decisions were made and the move to the east coast was complete, schooling took
on a new, inspirational, status within my world. It was as if I had been coloring a picture with six
crayons, all of neutral color, up to that moment. My new studies gave me the full box of crayons
and told me to color both inside and outside the lines. It was a very difficult and fresh, but when
inspiration took hold, I jumped into the raging river of artistic freedom and inspiration (Thrash et
al., 2014).
There was an unforeseen change in strategy due to discovering that my skillset was not in
the spectrum of little-c, but only good enough for high mini-c designation (Kaufman & Beghetto,
2009). This discovery, in turn, would affect my capability beliefs in a negative fashion (Ford &
Smith, 2007).
The unveiling of a domain-specific curriculum allowed me to work at all academic levels
without the motivational components clashing and creating negative effects on the other
components (Baer, 2015). With each course within the progression capturing my interest, there
was no wasted energy trying to complete something unsatisfying or uninteresting.
The most stunning and long-lasting discovery during this time was finding different ways
to access the unrealized quantum creative information by allowing oneself to trust the internal
connections with the unconscious through various meditative states. The combination of hard
work and knowing when to allow the mind to be free, and do what I trained it to do, was an
extremely important part of the artistic growth process. I trusted the training and allowed my
brain to create its own connectivity between the “nodes” of creation (Roy et al., 2017)
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How Did Motivation Affect My Life as an Artist, and in What Ways Did It Affect
My Creativity?
At the beginning of this episode, I discuss the problems of growing up in a small town.
At that point I was motivated by two things; Increasing competence on my instrument, and
escaping a place where time stood still, and the sins of a boy growing up were never forgotten.
When viewing this stage of life through the SDT lens (Ryan & Deci, 2000),
characteristics needed to satisfy innate psychological needs (i.e. intrinsic motivation, selfregulation, and well-being) were supplied. Those psychological needs (i.e. competence,
autonomy, and relatedness), are present in various states and maturity. When a variable like
social context is introduced, the model becomes more complex. The CET sub-theory makes any
component a moving, evolving entity. For example, my social status within my tribe was fine, it
was the intransigence of the general population, which clung to previous opinions and
judgements, that motivated me to move on. The culture was one of immovability rather than
exploration, so negative reactions to my plans had differing effects on my motivational structure.
The reality of this construct was that the required conditions for optimal functioning were
supplied, but as soon as other variables beginning to interact with the advancement
characteristics, and psychological needs, the restrictions of the model begin to appear. The most
impactful realization was that the components are never static and are always affected by the
variables within each consciousness.
The shift to an unfamiliar location and reentering structured academia after a five-year
break not only took some adjusting, it also revealed flaws in concept or incorrect self-evaluation
that required changes in my strategies and reevaluation of my skills and capabilities. I was still
intrinsically motivated. My self-regulation shifted into a higher, more focused gear. My well-
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being was challenged in that I was beginning my work at an academic deficit due to my poor
performance in middle and high school. The most important change was in my feeling of
competence. I went from top player in a small town to the bottom tier of instrumentalists within
the institution as soon as I began my studies. This realization triggered a self-evaluation that
delivered two important concepts; I was not, nor was I ever, going to be good enough to compete
at the professional level with the other guitarists I studied alongside; I would have to pivot to a
new sub-domain of music and become a composer/arranger if I wanted to continue on that path.
This fork in the road was where many aspiring artists give up. I dug in my heels which reflected
mindful tenacity and personal optimism.
The conceptual framework of TSP theory (Ford & Smith, 2007) is more amenable to this
analysis, in that, it is couched in dynamism and change. My goals evolved and were set. My
capability beliefs were strong and intrinsically motivated to improve (At first). My context
beliefs questioned the amount of progress I could make by staying within the boundaries of the
small-town culture, but immediately changed when I was exposed to the new educational
dynamic. My emotions became heightened with the exhilaration and fear that comes from taking
a leap of faith into a new world. As with SDT theory my revelation regarding my ability to
compete within my sub-domain triggered a shift into a new, and unexplored territory. Luckily, I
was able to sustain my motivational construct within the adjusted paradigm.
How Did Socio-cultural Influences Affect My Development as an Artist, and What
Influence Did These Have on my Motivation and/or Creativity?
As my world became more complex by engaging in two vastly different location changes
and dramatic culture shifts, as well as the introduction of various important learning
opportunities, the interconnectivity and dynamism of the creativity-motivation-culture
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componential makeup became more apparent (Hennessey, 2016). As knowledge and experience
increased, the effect on the primary theoretical frameworks of this study became more and more
dramatic and fluid in nature.
This episode has a three-part split in the socio-cultural makeup of my surroundings and
influences. In my hometown, the support for artists had never been solid, but there was a demand
for our services, and work was available. When the shift to disco came upon us, no one cared
about the musicians scraping for work. It was a micro-predictor of the state of professional
artistry for decades to come.
At Berklee, the focus was on the music and competing with some of the best musicians in
the world. This competitive environment kept us all on our toes and provided the necessary
inspiration to continue on throughout a very tough academic setting. In graduate school the
culture was built around the snobbery of the classically trained musician versus the streetwise
popular music functionary. Dichotomy was pervasive in graduate school as the Classical and
Jazz departments were separate and antagonistic to each other. All three cultures delivered varied
types and amounts of influence on my academic life and outlook on the future. While negative
influences were plentiful, my intrinsic motivation and drive to succeed allowed me the mindful
tenacity to overcome each obstacle and push forward in my goal to become an arts professional.
Each constituent area within the socio-cultural makeup of the location and environment
had different approaches and judgements on the same issues facing me and my pursuit of artistic
excellence. My hometown culture was one of severe judgement of people who dream of a life
outside of a small and insular congregation of the church of closed minds. Once the change of
venue happened, I was surrounded by alike thinkers seeking skills and education that supported
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their artistic aspirations. Unlike the hometown culture I experienced for so many years, this one
was populated by members of my own tribe. Still competitive, but all with similar goals.
How Did Academic Disenfranchisement Affect My Personal Growth and Artistic
Temperament?
While my alienation from rote secondary educational constructs led to an explosive and
traumatic breakdown in my young life, reentering into academia revealed the effect that
experience would have on my post-secondary educational restart. I was capable of retraining
myself to focus and study. Intrinsic motivation to succeed provided the impetus to control my
learning environment. I was at a deficit compared to students that had access to some form of
training in their pre-college days and I could identify it. What made my transition back to
academia possible was that every single course or study track at the undergraduate level was
built to be domain specific to musicians (Baer, Glăveanu, & Kaufman, 2017; Greer, 1984;
Strokrocki, 2005). Science, language arts, art appreciation and all of the General Education style
courses were music focused. At no time did I ever think the course material would be less than
applicable to my career trajectory. Some of the music courses were closer to the edge of
usefulness than the others. Learning to conduct opera was not on my bucket list, but it did help
my future experiences leading a studio orchestra.
What Effect Did Professional Complications Have on My Creative Choices and Did
These Complications (or Creative Choices) Affect My Artistic and Professional Goals?
Even though the complications of the car wreck served as a catalyst for personal change,
the most dramatic shift was from working professional to student, and then from student to
teaching fellow. These two distinct events created shifts within the SDT and TSP components
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(Ford & Smith, 2007; Ryan & Deci, 2000) that realigned themselves within my new reality of
study and practice.
The transition from professional to student had an effect on my self-image of personal
competence. The regimentation of an intense college curriculum lessened my autonomy. And
leaving my local tribe of peers created a new dynamic in relating to this large group of strangers.
My goals were still rock solid, although the pathway to them had changed with the shift from
instrumentalist to composer. Even though I had to change my artistic focus, my capability beliefs
held strong. My context beliefs were in flux. I was still exploring how this transition would work
throughout my academic experience. It would take more time to coalesce these two concepts into
the Personal Agency Beliefs (PAB) that had a more dramatic effect on my emotions (Ford &
Smith, 2007).
Summary
Episode Three represents my transition back to academia and the complications involved
in that change. I was intrinsically motivated to succeed, but I had to make drastic lifestyle
changes to infuse this new paradigm with emotional and intellectual growth. The
undergrad/masters process was a five-year grind that left me unwilling to continue on in
education and begin to focus on transitioning back to the professional world. While I was not
familiar with this new world, I had the capability beliefs, and personal optimism, that my skills
were at a high enough level to give me a chance to succeed.

149

Thematic Overview
Creativity
Creativity Versus Critical Thought. While artistic creativity was always at the
forefront, it took creative critical thought to compile a plan of action that would satisfy my
aspirations.
Acquiring the Tools. Tools appeared that inspired creative thought within a domain.
Maintaining Inspiration. When intrinsic motivation is strong and consistent, changes to
other components of the TSP or SDT frameworks can be mitigated as long as the goal, or goals,
remain unswerving.
Domain Specificity is Important. Domain-specific curriculum structures coalesce into
an academic support system for creative thought.
Finding a Path to the Muse. Acquiring the knowledge of specific psychological
methods of tapping into the subconscious pool of creative thought centered around Quantum
Creativity theory is important for the developing musician.
Motivation
Finding Self-Worth. Motivation should not be controlled by what others think. Belief in
self, capabilities, and aspirations can overcome negative motivational constructs.
The Components Evolve. The integral components of SDT, TSP and their sub-theories
will always be evolving in both negative and positive ways. Artists must learn to recognize any
changes within these frameworks in order to amplify the positive and mitigate the negative.
Staying True to the Inspiration. In the formative years, intrinsic motivation towards a
specific goal can assist the artist in overcoming stressful and dramatic changes in the goal
orientation.
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Socio-Cultural Influences
Encountering the Unknown. Leaving a familiar location that contains emotional
protection to explore the unknown requires capability belief in self, and a strong goal-oriented
structure to mediate fear and insecurities. The cultural values present in my hometown no longer
held relevance to me and my professional goals. There existed a new normal in a strange new
city.
External influences can be damaging. Peers can be a source of support but can also be
non-supportive when their lack of personal agency collides with outlier aspirations uncontainable
within the social construct in place. But, if expected outcomes align as they do within the artistic
community, the inclusion of a new group with a new value structure and norms applies.
The Ostrich Effect. Other aspiring musicians can be fooled into thinking that they are
destined for greatness yet lack the acuity to clearly see the difficult road ahead. They all came
from different cities around the world, with different family structures, peer groups, and societal
norms. As a teaching fellow I could see the distinct difference between the incoming students
that had some professional experience and the ones who didn’t. This difference was not the only
defining characteristic. They could have come from a very supportive culture within their
upbringing, but not have the self-awareness to understand what it takes to succeed beyond
academia. Many of them assumed, incorrectly, that all they had to do is get a good grade in a
class and success was insured. Unfortunately, the guidance they received was wrong.
Academic Disenfranchisement
Overcoming Obstacles. Academic disenfranchisement during your formative years can
be overcome if you are willing to admit the reaction you had to unsupportive educational
structures was a short-term fix to a long-term problem.
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Feeding Aspirations. Academic deficits are easier to overcome in a domain-specific
curriculum that communicates with your intrinsically motivated core beliefs.
Comparison to Other Artists. In secondary education, it is important to evaluate
personal growth against peers on an ongoing basis. This process allows necessary priority shifts.
Professional Complications
Making Adjustments. Transitioning from professional to student or vice versa can
realign the dynamic components of this theoretical construct due to changing requirements of
real-time existence.
Episode Four
How Did Creativity Manifest Itself Within My Own Artistic Journey?
Once an appetite for learning is satiated, the time comes to choose between art for the
sake of art, and art as a commodity (Amabile, 1998; Chong, 2003; R. L. Florida, 2002). This
choice is crucial because each part of this duality has its own set of rules, requirements, and
restrictions. Creativity is a currency (Menger, 2001) and the artist has to choose how to apply it.
Just like any product, creativity is judged on its worth to the consumer. It doesn’t matter if it’s a
pop record, a dog food commercial, or a television soundtrack. Artistry is not the issue. At the
core of this judgement is whether or not an artist’s work provides added value to the scenario in
which it is applied. This is very different from art in academia and many artists are not prepared
for the cold hard truth of the marketplace (Amabile, 1998; Banks, 2010).
It is also a juncture where certain dormant, or marginally active, components in these
theoretical frameworks come to life and start their processes of interconnection. All of the
existing components are still in play, but the dynamism really begins its work at this point. All
five of the theoretical frameworks in this study ignite at that point and begin the dance of
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creativity. Once I chose the commercial art path, I then had to reassess my goals and align my
creative drive to enhance the experience and support a plan for success. The challenges of
academic art, and how those challenges manifest themselves within the academic model do not
affect creativity the way professional impediments influence the creative spark. It is an
adjustment some artists struggle to make. Transitioning from unbridled and unfettered creativity
in academia to creativity on demand in the commercial marketplace is one of the first brick walls
an artist faces once they enter the arts-based workforce.
Mitigating the fear of judgement and learning to trust yourself are key elements to
protecting your inner creative being at this point. If an artist either fears judgement, or the ego is
too delicate to handle severe criticism bound to be received, creativity and ability to take creative
risks becomes impaired (Amabile, 1998; Ronald A. Beghetto, 2014). This conundrum is not an
on/off, yes/no process. In my case it was contextual, and my reaction defined by either prior
experience or intuitive reality. In other words, an artist must look inside and make decisions that
will hopefully lead to positive outcomes (Ivcevic et al., 2017).
Witness of pure genius in creativity is possible, such as the event I call “finding the
unicorn.” This kind of experience provides an example of near perfection against which to
compare your skills. Perfection in creativity exists, but it is rare. When discussing Big-C
creativity (Kaufman & Beghetto, 2009), the “unicorn” is my personal example of someone in
direct contact with the quantum. While many other examples from the fine art realm are indeed
worthy of recognition, there is something special when a person can produce a work of art that
has never existed before without intellectual thought getting in the way. It comes from the
quantum and is manifested directly from that contact. This is why challenge the concept of an
absolute definition of creativity. Many creative thinkers labeled as Big-C creatives are more like
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transcendent critical thinkers, putting together bits of knowledge in a new way. They do, in fact,
expand our knowledge base and create new and useful ideas, but do they equate to someone
pulling a creative work straight from the unconscious? Possibly not.
How Did Motivation Affect My Life as an Artist, and in What Ways Did It Affect
My Creativity?
With the new requirements of entrepreneurship and professionalism, the creativitymotivation connection became a more prominent force. These internal influences provide
motivation to face each challenging day.
It was an integral change to make the adjustment from pure intrinsic motivation to a tripartite combination of intrinsic, extrinsic, and synergistic extrinsic motivation (Amabile & Pratt,
2016). All three can, and do, exist contemporaneously. A musician can be intrinsically motivated
to do a specific project or assignment through the characteristics of that specific task. They can
also provide a service for the money or the career boost. The trickiest combination is to integrate
extrinsic motivation into a creative process that also provides the characteristics of intrinsic
motivation.
I experienced all of these. For example, the NFL music production library satisfied all of
the tenets of SDT theory by allowing for a display of my competence at that music style. I was
given complete autonomy in the choice of music to compose, and the people I worked with were
comrades-in-arms. Every session was emotionally rewarding. If I was able to make good money,
or leverage the experience into something else, the integration of synergistic extrinsic motivation
into the motivational model was easy. The real problems arose when the synergistic extrinsic
motivation shifted to pure extrinsic motivation and the process fell apart. Two strong examples
were the soundalike project and the Fall promo project. Both instances provided great monetary
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reward, but I could not sustain my enthusiasm for the projects when they became more about the
money and less about the intrinsic motivation. The dynamic triggers that collapsed this
motivational house of cards came from various sources.
While I didn’t intellectualize it at the time, in retrospect, when the components either
didn’t line up, or a rogue component disturbed the positive dynamic interaction of SDT or TSP
theoretical frameworks, the image of motivational constructs changed to a mostly negative
model.
The loss of joy was the final straw that precipitated leaving a lifelong career. Joy can be a
strong motivator (Sweetman, Luthans, Avey, & Luthans, 2011). In my case, there were two life
events that stole the joy from me. First was the contract murder of a close friend and business
associate, and second was the loss of my creative partner of over twenty-five years to chronic
insomnia. I have documented many stressful or frustrating events in my journey, but most of
them could be dealt with and rationalized within a professional setting. These two were personal
and devastating. While I was able to marshal on for a while, the thrill and individual satisfaction
were gone. That doesn’t mean that creativity had left me. It meant that all of the internal
structures that supported my creative spark were not able to reignite my long-held passion. The
role of emotions, as in the TSP model, was at the forefront of my existence (Ford & Smith,
2007). Emotions became the dominant component in the slow spiral out of the business.
How Did Socio-cultural Influences Affect My Development as an Artist, and What
Influence Did These Have on my Motivation and/or Creativity?
One of the problems in most academic settings is that they are based on an outdated
model and give the student a myopic and isolated view of their relationship with the world they
will eventually enter (Robinson, 1999). They have friends and enemies in this context, but for the
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most part, those relationships and experiences, while a source of learning, do not transfer to the
professional world. They exit a world of grades and Spring breaks and enter a world where the
judgement of others can affect their ability to make a living. This is a dominion where creativity
will be challenged in many different ways, but the end result will depend primarily on emotional
regulation. Craft proficiency can be gained through diligent practice. Controlling emotional
makeup and creating an environment where reactions can be regulated and channeled is much
more difficult.
The socio-cultural makeup of the creative experience gets an added component at this
point. Economics, and the ability to earn a living, has a preeminent position in the cultural
hierarchy. The value systems in this business construct are antithetical to societal needs, peer
groups, or family dynamics. The dollar rules and feeding the egos of the people who hold the
purse strings becomes integral to the professional context. By creating trends and convincing the
population to purchase goods they either don’t want or don’t need is a core value within the
culture of commercial art production.
In my early years, I was used to being the person looked down upon and scorned for my
vocational and educational choices. When I graduated with a Master of Music degree I was on
fire and ready to fight for my place in the business of art. Being a white, straight, male never
entered my mind as a privilege or a leg up (Boylorn & Orbe, 2016). In my mind, we were all
capable of touching the face of beauty. It wasn’t until I encountered the hatred and racism during
my time in Memphis that I learned how unfamiliar I was with the concept of “the other.” We’re
all people, right? This negative experience robbed me of the enjoyment of a new career venture. I
became afraid. Not of my capabilities and artistic vision, but of other humans who didn’t know
me but hated me anyway. This discovery resulted in my beginning to catalog concepts not dealt
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with in the academic structure in which I trained. In the present situation, this problem is being
pushed to the forefront and inclusive educational programs are available to assist freshly minted
students navigating the confusing waters of racism and hatred that still permeates our society.
Work relations during my time in Memphis were complicated by the established pecking
order within the composition group at the production company where I worked. This was a new
and different culture that I had to navigate. My ambitions were not going to stand still and hope
for a break, rather I constantly scanned for a possible opportunity to come my way. My goals
were in direct conflict with their entrenched methods and I was increasingly isolated and put
upon by the very people from whom I had hoped to learn. This was a different kind of
oppression. It was based solely on the disconnect between my wanting to move up and their
desire to keep me in place. I did my job and did it well, but it eventually led me to plan an escape
to Los Angeles. While I had already developed a thick skin over the years, I had a very low
tolerance for abuse. It didn’t matter if it was directed at me or at others. I experienced it in
Memphis and in Hollywood and my stance was, and is still, the same. No one has the right to
elevate themselves by belittling others. No one.
Once I was in Hollywood, and I learned how the system worked, I realized that the
structure of the music business was not a group of peers. It was a large pool of entrepreneurs
fighting for the same slice of the pie. A small group had the most pie which left the rest of us
fighting for the crumbs. I was young, energized, and ready for the fight. The revelation that came
into view very quickly was that the famous musicians, actors, writers and directors were all in
the same situation. While they may be famous, they are always looking for the next job or
connection to an employment opportunity. The media pushes glamour on us, but these are just
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normal people with very unusual lives and jobs. It leveled the playing field and allowed me, with
few exceptions, to work alongside them as project-based peers.
I revisit the murder of my friend in this episode because it was a catastrophic event that
originated outside of creativity or motivation. It affected both, but it was the beginning of the
erosion of a functioning model that was humming along. Professional life was good. Creativity
and motivation were working together to create a clientele approved product. A single gunshot
changed all of that. The world became darker and my inner workings started to change. The
bullet hole in the wall where it happened remained there until we moved out of our studio. It
served as a grim reminder of what occurred. This was business culture at its worst. The mere fact
that a business partner could take out a contract on another partner was beyond my
comprehension. Yet, it exists in many forms. Not just murder, but the taking away of a person’s
livelihood in various cruel and dehumanizing ways.
How Did Academic Disenfranchisement Affect My Personal Growth and Artistic
Temperament?
At that point, academic disenfranchisement was barely a blip on my radar. In fact, during
my whole career in Hollywood, I was never asked for my educational credentials when bidding
on a job. The powers that be only cared that you could get the job done, on schedule and on
budget. It was another revelation that a large group of working musicians all had the same basic
experience in education. Especially those who played non-orchestral instruments (Collins et al.,
2007). We were all from the island of misfit toys. There were a few unicorns roaming the
Hollywood Hills and by-in-large they were professionals right out of high school.
The one incident that reflected on my disenfranchisement experience in K-12 education
was the judgment of my sister’s mother-in-law. She was staying with my sister and made it very
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clear that I would not be welcome there while she was present. She was the mother of my sister’s
husband, so her direct effect on me was negligible, but the sting of her disapproving gaze hurt
me deeply. I felt I had redeemed myself in the eyes of my family, but she obviously saw me in a
disparaging light due to my behavior as a child. One interesting facet of this dynamic was that
her now deceased husband was largely responsible for getting me into college and away from the
negativity of my hometown, yet she perpetuated that negativity. The cultural values of my
hometown followed me from coast-to-coast.
What Effect Did Professional Complications Have on My Creative Choices and Did
These Complications (or Creative Choices) Affect My Artistic and Professional goals?
The transference of knowledge from the academic space to the professional workplace is
rarely smooth or easy. I had to become accustomed to a new set of rules and protocols that had
not been present or important prior to entering the workforce. In one instance, I got lucky. When
the New England Digital Synclavier was introduced to me during my tenure at North Texas
State, I was drawn to it as it represented a new technology that would allow me to realize my
compositions without the bothersome musicians getting in the way (Zappa & Occhiogrosso,
1989). At no time did I entertain the thought that it could be the key to unlock employment
opportunities in Hollywood. It was, indeed, the single characteristic of my skills that allowed me
to secure my first job in Hollywood. The Synclavier was so expensive and rare that it was nearly
impossible to find someone who owned one. I claim no grand plan. It was serendipitous. This
event went into a catalog of “Things you need to know before going to Hollywood.”
On-the-job experience was brutal, and I couldn’t claim a failure as a learning opportunity.
If I failed, I didn’t work. The business only wants success at the production level. Corporate
executives and studio administrators screw up all the time (Farrow, 2019). They are largely
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unaffected by this, but if a production level artist messed up any part of a production and it
cascaded into other problems, that person was toast. My experience with the soap opera and the
movie, provided me different sets of insights that I carry with me to this day. First, do not step
outside of your lane and impose inappropriate content to someone paying good money for your
services. We got slapped around for that while doing the soap opera. That could have been a
devastating experience, but we were able to make it right and move on. Second, never jump into
a project without full knowledge of the parameters of your participation. This goes against the
old adage “never turn down a gig.” Through the movie experience with the older composer, I
learned the hard way that this was indeed not the case. That experience was so bad that it
affected my capability beliefs in an extremely negative way. It took a long time to trust again on
that level.
As stated, the final blow was losing my creative partner to chronic insomnia. As the
producer back in Memphis told me, “You have to find a partner. You can’t do it alone.” He was
right. When I lost him, I too was lost. The murder started my slide and the loss of my partner
slammed the door on my professional outlook and aspirations. I had already enjoyed success in
and had no regrets about shutting down, but I did mourn the death of a quarter century of crazy
good times.
Finally, there came the realization that I was aging out of the business and the tools we
had pioneered decades earlier were now robbing us of jobs. As stated, I knew I had a “sell-by”
date so it was no surprise. The democratization of technology introduced an unexpected
movement to cheap, rather than good, music. The guy who lived through two years of trumpet in
high school during the Fall promos escapade was only a specter of things to come. There were
kids getting shots at big projects that had no credentials, except that they worked cheap. The
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creative blood was in the water and I knew this was not how I wanted to live and work. The bigname composers in town were hiring these kids for pennies and taking all the credit. One famous
composer tried it on me, but I had learned my lessons well and turned it down. Game over.
Summary
Episode Four tracks the entire arc of my musical career from the end of grad school to the
decision to retire. A thirty-year trajectory. The crucial concepts are documented to assist the
reader in understanding how this particular vocation functions and what componential processes
affect the “artist-in-context” as they move through a vast array of successes and failures, joy and
sorrow, fear and exhilaration, incremental victories and ultimate defeat. My story is not unique to
the world. It is unique to me.
Thematic Overview
Creativity
Art for the Sake of Art, and Art as a Commodity. The shift from academia into the
professional world is one of the most difficult transitions for many artists. Art can no longer be
regarded as a shiny, unchangeable gem. Once there exists a commitment to a life in the arts
industry, creativity becomes a product. Artists must get past the inherent negativity of that
statement and embrace the change.
Theoretical Frameworks Come to Life and Start Their Processes of Interconnection.
The lenses we I’ve presented in this research are mostly present from birth. It is when and where
and in what context they reveal themselves that matters. Once a person is in a good space with
capability beliefs, or competence level, the other, more external, components begin their work.
They are many, and their influence is strong, especially on belief in core creativity.
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Mitigating the Fear of Judgement and Learning to Trust Yourself. Judgement on
creativity is constant. Sometimes good, sometimes bad. The key is reaching a point where the
synchronicity of the component models allows artists to trust their judgement and allows them to
not overthink the process. Developing fear of judgement is detrimental to this process. Approach
avoidance and self-efficacy beliefs play a large role in this particular context (Elliot & Thrash,
2002; Karwowski, 2016)
Finding the Unicorn. There are two important aspects of my unicorn theory. First, one
must not view unicorns as adversaries placed on the earth to torment the lesser beings. And
second, harnessing the creative power they bring into a project is one of the most useful skills an
artist can muster to elevate their own creative performance.
Motivation
Intrinsic, Extrinsic, and Synergistic Extrinsic Motivation. When learning, artists are
allowed to explore all of the artistic inspirations they can conjure, within the limits of the
academic situation. Intrinsic motivation rules and sources of inspiration can come from within an
artist’s consciousness. Once art becomes a commodity, two other forms of motivation appear;
extrinsic and synergistic extrinsic. Once an artist is creating art for money, working extrinsic
motivation into an inspirational pathway is vital and will contribute to positive professional
growth. There are, however, moments where the external rewards are not equal to the pain
induced upon an artist by the project.
Loss of Joy. When establishing a career in a tough environment, personal satisfaction
and joy are two of the best rewards. If joy is taken out of the equation, motivation drops
precipitously.

162

Socio-Cultural Influences
Myopic and Isolated View of Their Relationship with the World. The world of
commercial art is, in many ways, infinitely more complex than academia. Sources of satisfaction
and dismay are more plentiful by scores. That world is simple; it’s about the money. Once
creativity transforms into currency, the needs of the marketplace outstrip the needs of the artist.
This concept is baked into the culture.
Being a White, Straight, Male. I was woefully unprepared emotionally for the types of
racism and hatred that transcend what has, unfortunately, become commonplace in the world.
This was a culture I had never experienced before. As a straight, white, male I was not afforded a
pass in some situations, especially during my experience in Memphis. That kind of treatment was
new to me and negatively affected my creative performance. It was akin to the schoolyard bully.
If I had let them into my head and emotions, it would have been near impossible to overcome.
Work Relations. As was the artist collective situation in Memphis, ambition was not an
excuse to challenge the pecking order. Even though the participants were fully aware that the
deck was stacked against anyone new to the team, they protected their turf and punished those
who would question the veracity of their claims to supremacy within the collective.
Not a Group of Peers. Unlike the situation when a bunch of kids form a band and play at
local events, the true state of the business is singular, entrepreneurial, and competitive. I could
not expect a leg up from your peers. They were my competitors, working hard towards the same
goals and avenues of employment. Aside from the sage advice I received that encouraged me to
find a partner, I was essentially on my own.
A Single Gunshot. I mention this event in the socio-cultural sense, in that, it represents
how a devastating complication can affect all components involved in the contextual

163

understanding of the artist. It was the beginning of the end for me. I fought hard but could not
overcome the loss I felt.
Academic Disenfranchisement
Academic Disenfranchisement was Barely a Blip on my Radar. One important piece
of information everyone artists should carry with them into this marketplace is that no one,
absolutely no one, cared about my schooling or my grades. Their only concern was whether or
not I could do the work on-time and within budget. In my time in Hollywood I saw many
newcomers hit town with their diploma worn as a badge of honor. It meant nothing to the people
signing the checks. What did translate were the skills I learned in school. That was my ticket.
My Sister’s Judgmental Mother-in-law. This situation was proof-of-concept that you
can never escape your past as long as it is carried by small minded people. I was in a very scary
space when I made the jump to Los Angeles and could have used some encouragement from any
source. What I got was the opposite. Her scorn opened up old wounds I thought I had healed
through my scholastic efforts.
Professional Complications
The Transference of Knowledge from the Academic Space to the Professional
Workplace. In very few academic situations is the student informed about how the industry
really works. The bulk of professional arts programs are taught by educators with little or no
experience in the higher levels of the commercial arts business. So, the responsibility for
applying the knowledge acquired in school to the professional world is hit and miss mostly. The
responsibility for translating this skillset lies entirely on the artist themselves. Learning on the
job is no longer a luxury.
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New England Digital Synclavier. An important part of my story is how important
ancillary knowledge is when looking for work. In my case it was the working knowledge of a
very sophisticated piece of computer hardware that fell into my lap while in graduate school. My
musical skills were on par with most newcomers, but I had this little extra bump to get me over
the top and into the workforce.
If You Fail, You Don’t Work. This is related to the transference of knowledge to a new
application. In school I was given grades for my efforts. In the real world I was on a pass/fail
construct where if I failed, I did not work for those people again. It could be a tough adjustment
for some and in many has a paralytic affect.
Never Turn Down a Gig. I gave this advice to my students albeit with a caveat. The new
version of this is to investigate the parameters of a gig and ascertain if you are capable of either
doing the job or have the ability to quickly learn how to do the job before you say yes. It is better
to take a pass on a guaranteed failure than be branded with the mark of professional inadequacy.
Losing my Creative Partner to Chronic Insomnia. This was another unforeseen
complication. It is also one I could not have prepared for. It was like a death in the family. It
happened quickly and completely pulled from under us the foundation we had built. I believe the
final decision to end this part of my professional life was the correct decision. Although I would
have preferred to have gone out with both of us in sound mind and body.
Episode Five
How Did Creativity Manifest Itself Within My Own Artistic Journey?
At this juncture in my life there was a sea change regarding my creativity. Both my
creative spark and motivational construct had collapsed under the weight of external influences.
In the TSP framework (Ford & Smith, 2007), my goals were erased. My personal agency beliefs
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(PAB) were shattered. And, my emotional makeup, as it applies to creativity, was a mess. Using
the Self-determination theory model (Ryan & Deci, 2000) the results were the same. External
events had me questioning my competence, autonomy, and relatedness in ways I hadn’t done
before. For over thirty years my trajectory was moving upward. At this stage my desire to make
music, any kind of music, was gone. I had the skills, I had the gear, but I didn’t have the desire
anymore. I was not interested in stepping back into the meat grinder. I was the poster boy for
creative mortification (Beghetto, 2014). The Hollywood machine had used me up and spit me
out.
Eventually, creativity returned to me. This time it came from a new challenge, so it was
in a different form. This time I wasn’t pulling musical ideas out of the quantum (Goswami, 1996,
1999). It was more of a combination of historical self-analysis (Simonton, 1975), critical
thinking (Bowell & Kemp, 2002), and creativity in the realm of critical thought. I was asked to
look back on my career and shape a curriculum based on what I felt were important concepts
aspiring audio professionals should know.
When I began this part of the journey, I discovered that what I thought was creativity was
really just a small part of the concept tied to my interest in music. I was now charged with
evaluating how I was being creative during my years and a musician and translating it into
pedagogy.
How Did Motivation Affect My Life as an Artist, and in What Ways Did It Affect
My Creativity?
With all motivation to make music gone, I was in a state of inertia. I had left all that I was
behind in Los Angeles. I was without a plan or goal. I had put in decades of hard work and spent
every penny of my creative currency (R. L. Florida, 2002). The one thing I had was my
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experience. This valuable commodity came into play to create a new motivational spark that
didn’t involve musical creativity.
Once I accepted the challenge offered to me in academia, it was then up to me to find
new inspirations. It wasn’t hard to locate them. I had the history and the skills, I only had to
translate them into cogent teaching models. While my emotions were still in tatters, I had
discovered tangible goals, and capability/context beliefs. There was still work to do on the innate
psychological needs contained in SDT theory (Ryan & Deci, 2000), but I was beginning to see a
newly invigorated motivational platform unrelated to the business of music.
As I dug deep into the task of creating this new entity, I was unaware of the physical toll
it was going to take on me. In all my years in Hollywood, the one thing I could count on was a
consistent level of health and mental acuity. This new challenge was a 24/7/365 proposition for
me. The heavy lifting eventually took its toll and manifested itself in a malignant tumor. I have
no basis in scientific fact to back this up, but it is my definition of my reality at the time. What
that event did to me was refocus my priorities away from all academia, all the time. Two things
happened. First, my realignment of work/life balance took some doing. And second, the lowering
of my tolerance for administrative impediments and academic laziness of my staff.
After six years I finally had to throw in the towel due to another motivational collapse.
The boulder I had been pushing up the hill during my tenure finally rolled back over me. The
unfulfilled goals had me questioning my competence. The unwillingness of administrators and
faculty to help push the concept along was overwhelming. Once again, I was spent. This time in
six, rather than thirty years. I could not see a way where my vision for the program would come
to fruition. I put my frustration into a box and closed up shop.
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What I did carry with me after this experience was the desire to create the actual program
which I was asked to build in the first place. When I discovered an Ed.D. program at a local
university I saw my ticket to satisfying this desire.
How Did Socio-cultural Influences Affect My Development as an Artist, and What
Influence Did These Have on My Motivation and/or Creativity?
One of the most glaring differences between my past experiences in Hollywood and my
new challenges in academia was the shift in workplace cultures (Hennessey, 2015). In the music
business, I was always moving forward. always scanning for the next opportunity. Things
happen fast and you could discern the important players. In this academic setting, most educators
kept their head down, maintained the status quo, and pushed back against any new initiative,
especially if it confronts their primacy or disrupts their established methods. There were people
within the organization that would throw rocks in the gears whenever the chance arose. They
were either sitting on the boulder I was trying to push or sitting on the sidelines critiquing how
badly I was pushing it. It became intolerable. The culture of stasis, complacency, and subterfuge
erased my motivation to continue in this arena.
How Did Academic Disenfranchisement Affect My Personal Growth and Artistic
Temperament?
While in the process of evaluating my past, I was stunned to discover that the
disenfranchisement I felt as a young man was being perpetuated by the structural makeup of K12 education present during my tenure. As stated, I had assumed that in the intervening years
adjustments would be made to engage the artist demographic. My assumptions were wrong. At
every turn during my investigation of this problem, I discovered new and detrimental policies
and academic delivery systems that actually made the problem worse in many cases. Social
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promotion, outside influences such as broadcast media and the internet in general, and the
constant pushing of arts to the periphery of the learning environment created a crippled
constituency that was helpless when seeking more training. Even more maddening was the
unwillingness of college administrators, and governmental agencies, to assist K-12 institutions in
mitigating this problematic situation. My quest was to find an answer for these aspiring audio
professionals. The answer was nothing will be offered or even discussed.
What Effect Did Professional Complications Have on My Creative Choices and Did
These Complications (or Creative Choices) Affect My Artistic and Professional Goals?
When I came out of the meat grinder in Hollywood, I really didn’t expect to see any other
type of behavior that was more intense or crazy than in La-La Land. Academia can be even more
insidious. While I could eventually identify any potential adversaries, there were a few that are
so adept at manipulating this closed system without repercussion that they were very hard to see,
let alone avoid. My disruptive innovations to this very insular program brought down the wrath
of a few naysayers that was unceasing. It was very hard to do what I did in the first place, let
alone with this small, but effective, group of people throwing marbles on the floor hoping to trip
me up and make a mistake. I was actually able to get past them for the most part, but eventually
it became an unnecessary burden to carry for the little gains I was able to make.
The most difficult area of concern was the sorry state of the incoming students. The
reason it was so important to me was the idea that not only I wanted them to succeed and
flourish, but that these graduates (IF they did graduate), would be representing the program, I
built, out in the marketplace. The very last thing I wanted was to get tagged as one of those
programs that didn’t deliver on promises. There are already too many of those. This concern led
to my instructional meeting meltdown when I discovered the low bar my professors were setting
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for passing students through. This was not the way I wanted it and they knew it. At this point I
knew my efforts would go unrewarded and the program would eventually become a rest stop on
the road to mediocrity for many of the students. It didn’t have to be this way, but it was an
inevitable ending to this chapter of my life.
Summary
Episode Five presents a broken soul finding a new source of motivation and a
reinvigorated creative spark. The framework and the goals were very different, but I was able to
leverage my experiences throughout my life to create a degree program that is still a working
model over ten years later. The end result was not what I wanted, but the things I learned along
the way inspired me to not give up on the concept. Innovation, if done right, can be liberating
and beneficial to all interested parties. The weight of administrative stasis is surely a problem for
innovators to realize their visons, but I feel lucky that the Ed.D. program has allowed me to dive
deep into this subject area and keep my personal goals alive.
Thematic Overview
Creativity
Back from the Dead. I did not think I would be capable of finding anything to replace
my lifelong passion. The motivation-creativity connection had been broken with no way to heal
it. An interesting request from academia changed that.
Being Creative about Teaching Creativity. The act of reliving my experience as an
arts-professional and translating that information into usable educational constructs was an
interesting and challenging process.
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Motivation
A Different Kind of Motivation. Building something based on my personal experience
was motivating because I knew this stuff! It came from a real-world set of experiences and,
political infighting aside, was both interesting and enlightening.
Facing Death Changes Priorities. After the fact I guess you could ask “You didn’t
know that?” Well, I had never faced cancer before, and the surgery and recovery were physically
and mentally demanding. It gave me time to reassess and reprioritize my outlook on both my
professional and personal life.
Motivational Collapse. This was different for the end of my time in Hollywood. This
situation was the result of my mind and body just giving out to the pressure and mental strain.
The good part is that, while the end result was not as I had envisioned, it did leave a tiny burning
ember to be reignited a few years later.
Socio-Cultural Influences
The Culture of Stasis. While I had many supporters outside of my department that were
very cooperative and shared my vision, there were enough of the opposite opinion to make the
process much more difficult. There was no way to contain them. They knew the ropes and who
to call if they wanted to impede any project.
Academic Disenfranchisement
Connecting the Dots to my Past. Once I started to recognize the symptoms of student
disenfranchisement, I compared my experience with that of others and came to the surprising
conclusion that the system had failed to evolve, and the K-12 student experience was no different
than mine. The circle of my experience closes.
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Domain Specificity Not Allowed. When I attempted to help reconfigure the General
Education curriculum to adopt domain specificity as I had experienced at Berklee, I was
summarily directed to cease pursuing this idea. The inflexibility, even at the college level, was
hurting my students and the administration was unconcerned.
Professional Complications
Fighting Mediocrity. Besides the battle of competing pedagogical ideals with my peers,
the fight against mediocrity in both students and staff was tremendously difficult. I did not think
it to be unreasonable to expect and demand excellence from our students. When I confronted the
staff with this information, I could tell by the body language and demeanor in the meeting that
this was a bridge too far. I started as a one-man army when I began this journey, but I could not
carry that burden anymore.
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Chapter Six: Summary, Insights, and Application
This chapter distills both my experiences and the analytical lenses into a simpler, more
applicable, framework that illuminates the idea of an Artist-in-Context. The dynamic
components can be split into three distinct sections; creativity; motivation and creativity; and
external influences on the first two components. Categorical differentiation within each
component set will be divided between; core findings, relational connections, and application. In
this way I will point to an important facet of a theoretical construct, relate it to my personal
experience, and then briefly outline how the event or experience could be explored within an
educational paradigm.

Figure 12. Creativity Model (Matthews, 2020)
Creativity
Core Findings
This first stage of the creativity model has two viable paths through which the artist can
access creative thought (Fig. 12). This duality represents the creative processes as they apply to
professional artists. On the left side of the figure resides the quantum (Goswami, 1996). This
inner mechanism holds the key to creative individuality as it strives to bring forth one’s inner self
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as a creative object. It represents the concept of monistic idealism where consciousness itself is
the only reality. To manifest a work of art it must first be accessed within the sub-conscious and
then made real within the physical plane.
On the right side of the figure resides situational creativity, or the manipulation of
existing creative objects in the physical plane. This mechanistic viewpoint assigns creative
thought to the adaptation of existing ideas to make something new and unique.
Relational Connections
As was my experience, artists that choose the professional path must co-exist on both
sides of this model. The internal side represents what makes each artist unique. The external side
represents the creative application of unique skills into the physical plane. The connection
between the two can be described as a dynamic pairing of inner artistry with critical thinking
(Ivcevic & Nusbaum, 2017) in order to make it fit into a situational construct. Within each
unique situation, the dominant creative characteristic exists on side of the model or the other.
Application
In application, the most important goal of this research is to encourage study of this
intensely personal component of human creative makeup, creativity itself. The duality that exists
within this single component is dramatically affected by the motivational forces within the
creativity-motivation construct. If I had encountered someone who saw my creative desires early
on and fed those desires with an educational construct that embraced the aspiring artist, I might
have avoided many missteps and mistakes. Unfortunately, I had to look elsewhere for the tools I
needed to progress towards my goals. A young, inspired person should not have to search for
these opportunities for knowledge acquirement. Even when the knowledge is searched out, it is
invariably not sufficient for a successful trajectory.
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The Creativity/Motivation Connection

Figure 13. Creativity and Motivation (Matthews 2020)
Creativity/Motivation Connection
Core Findings
When researching the various aspects of motivational theory that have a dynamic effect
on creativity (Fig. 13), it is enlightening to compare and contrast Self-Determination Theory
(Ryan & Deci, 2000) with Thriving with Social Purpose (Ford & Smith, 2007) in order to
identify and equate the relevant components that make up each theoretical framework. Both
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theories outline the inner mechanisms, or states of mind, that must be present to either reinforce
positive psychological outcomes, or contextually interact dynamically in order to foment positive
motivational outcomes. There are some differences that are crucial to understand in order to
actually apply these concepts in the real world.
If compared, the innate psychological needs of SDT and the conceptual frameworks of
TSP, reveal an important difference in how the internal psychological workings of an artist are
delineated. SDT cites competence, autonomy, and relatedness as primary states that contribute to
personal well-being. TSP, on the other hand, contains a far richer description of the artistic mind,
in my opinion. The 4 tenets that make up this model are; goals, capability beliefs, context beliefs,
and emotions. Indeed, capability beliefs directly correlate with competence, but a belief structure
takes into account the interactivity of those personal agency beliefs with the projection of goals
into the long view. As revealed in the analysis of my autoethnography, context beliefs could
have a tangential connection to relatedness, but goals and emotions are the strongest components
within this model. Relatedness is also a contextual exercise. An artist can create great works of
art while shunning the field and domain participants in their particular purview.
So, the example of SDT, while general applicable to all humans, is not fundamentally
incorporated when applied to artists. The variables that can affect the primary psychological
needs of the artist are also so generalized that each artistic moment would have to be reexamined
and contextualized separately in order to understand the effect.
The most important components in the SDT model are the intrinsic, extrinsic, and
regulated extrinsic modes within the motivational construct. They all exist contemporaneously,
and the dominant member of this triad shifts contextually.
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TSP, on the other hand, has delineated the prescription for optimal states within its 4
levels of characteristics within the conceptual framework. The most important component is
emotion. Emotions exist within all level of consciousness and can have a strong effect on the
motivational structure of an artist.
Relational Connections
Goals can be established as soon as a person decides on a career path that intrinsically
motivates them. My goals were set when I was 9 years old and did not change until I finished my
career in Hollywood decades later. Goals can be modified, attacked, and influenced by external
forces, but if capability beliefs are strong, these interference patterns can be overcome.
In the world of professional artistry competence is always at the top of the inspirational
pyramid. Self-analysis of competence is more accurate when dividing this characteristic into a
belief structure in two parts, as within the TSP framework. An artist can believe in themselves,
yet not have the structural component to satisfy contextual beliefs. In my case, while my goals
and capability beliefs were stable, the context beliefs and emotions were more easily buffeted by
the winds of external influences.
Autonomy, as identified within SDT theory, is almost non-existent in any construct
where money changes hands. The only time an artist is truly autonomous is when they are
creating something just to bring their idea into the physical plane.
In reading through my story, I found that emotions can be the penultimate source of
influence on any singular being whether or not any positive or negative emotions come from
outside of the artistic domain. When I was a young man, goals were at the forefront of my
existence. Emotions, other than anger, were not an overriding factor. When my friend was
murdered, my creative partner got sick, and cancer invaded my body, those emotional events
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reshaped my outlook and methodology pertaining to my career trajectory. These emotions
eventually stole my creative spark for an extended period. Another challenge was soon
discovered, and a new type of motivation came into being within academia.
Application
After analysis, it became clear that the tenets of TSP theory have a stronger attachment to
the growth and well-being of an artist and can be integrated into an educational model that
reinforces all 4 components. For example, goals and personal agency beliefs can be mentored
and nurtured. Emotions, because of the contextual variance can’t necessarily be controlled, but to
educate each individual as to the importance of self-awareness and emotional mediation of
negative characteristics should be an important segment of artistic training.
Significant External Influences
Core Findings
The 3 identified areas of significant influence used within my research (socio-cultural,
disenfranchisement, and business complications) represent some, but not all, of the important
impactful dynamic components applicable to this interactive model (Fig. 14). These components
are able to effect or redirect the internal DNA of the entire motivational construct. These are
events manifested on the physical plane that can interrupt or change the direction of motivational
forces, which in-turn effect the creative act itself.
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The Artist-in-Context

Figure 14. External Influences (Matthews, 2020)
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Socio-cultural influences can be relegated to a duality with polar opposites as the primary
characteristic. This influence can be positive or negative. Family, peers, and society at large
make up the entire world of judgement as it pertains to the aspiring artist. This judgement is
based within the cultural value system prevalent inside the group. Variances in value judgement
as to what is creative, and what is not, is a determination made by others that can either
encourage or cripple the creative person. While collectivism/individualism is a social science
construct, it is within the personality of the artist as to which concept works for their creative
output. At different stages of the creative process, both collectivism and individualism might
apply simultaneously. The most important facet of the socio-cultural influence component is that
it is always evolving based on the various groups involved. The value system that judged me as a
child was not the same as the value system in higher education. The value system within
academia is very different from the professional construct. The criteria for judgement changes
from group to group and how each group views the contextual makeup of the artist and what
value is found in the artist’s product.
Disenfranchisement is certain to negatively affect many aspiring artists. It begins in
educational settings but can also exist in a professional situation. The key concept is to
understand what these external influences can do when applied to the motivation/creativity
connection. In education, the most prominent component is the loss of domain-specific learning
opportunities. Once subjective intrinsic motivation is stifled, the artist will begin shedding the
parts of the world that don’t apply to them and their growth. It begins with rejection of
coursework that doesn’t inspire them.
Business complications can include deficits carried on from educational complications,
but also introduce new forces that affect the motivation/creativity duality. The 2 most prominent
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instances in this group are the transition from academia into professionalism, and the intellectual
shift from pure intrinsic motivation to the tri-partite model of intrinsic/extrinsic/synergistic
extrinsic motivation (Amabile & Pratt, 2016; Ryan & Deci, 2000).
The introduction of extrinsic and synergistic extrinsic motivation to the motivational
construct can create a roadblock for some artists that cannot transition from a pure art
perspective to a monetized creativity model. This split can strike right at the heart of creativity in
some artists. The term “sell out” is attached to this construct. It is an outdated term, in that, if you
make art for money, you are making a living, not selling out.
Relational Connections
In my case, the effect of socio-cultural influences was the most intense when coming
from my peers or musicians instrumental to my aesthetic viewpoint. Family and society in
general were a non-issue as they pertained to negative consequences on my motivation to
become a musician. In fact, social issues such as the war in Vietnam or the civil rights movement
spurred my motivation with more intensity, to find a place in such historical times.
Within my creative journey, collectivism worked when a creative unit was fully
integrated and cooperative when striving towards a common goal. Individualism was also
important when I was working on manifesting a singular idea pulled from the quantum.
While disenfranchisement can be overcome, it is an unnecessary impediment to the
growth trajectory of anyone whose interest sits outside of the current academic model. For me, I
carried the revelation of domain-specificity in general educational courses at Berklee all the way
to my academic return decades later. However, I remained frustrated at the lack of this
connection within the general educational component my students were forced to take in order to
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satisfy the degree requirements. It perpetuated the disenfranchisement they had experienced at
the K-12 level.
Business complications are contextual and interplay with various tenets of motivational
theory. I didn’t have a difficult time transitioning into the professional realm. What did affect me
the most in the early years was the difficult time I had balancing my career goals against the
hierarchy the pecking order. In pushing past this impediment, I had to ruffle the feathers of
people clinging to the status quo.
I found that the intrinsic/extrinsic/synergistic extrinsic components didn’t substantially
affect my creativity. I was happy to be working. Yes, some of the projects were not particularly
interesting, but I was able to find creative satisfaction in the craft. Problems did arise when the
business complications downgraded my experience to strictly extrinsic. I could complete artistic
projects for the money if the situation was correct, but when interlopers created unnecessary
problems or complexities, the reward did not balance with the effort needed to participate.
In my estimation, emotions can have the most influence on the motivational construct.
When I reached a certain level of competency, it was the other components that came to the
forefront and began their work on my inspirational resource. Emotions are very personal and
certain events can trigger different emotional responses from different people. For example,
some artists thrive on pressure situations. The bigger the challenge, the more motivated they
become. Others, however, are negatively affected by pressure situations and can be emotionally
unable to cope with the same situational stressors as their peers. I had no problems with work
related stress and emotions. My emotional outlook was severely compromised when friends were
sick or died, or when I witnessed people I worked with abuse or treat others unfairly.
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Application
While it may be impossible to train for every possibility within the relatively unstable
world of the working artist, it is possible to train aspiring artists in what to be aware of and what
signs to look for when attempting to realize a long-held professional goal. TSP (Ford & Smith,
2007) includes a set of terms attached to personal agency beliefs (PAB). Personal optimism and
mindful tenacity are strong descriptors of the emotional makeup a person should infuse into their
daily existence. Eventually, after some hard knocks, emotional wisdom will develop and create a
filtering system that allows the artist to only pay attention to those emotions that are truly
meaningful and not just a passing mood or changeable opinion. Lastly, the penultimate
characteristic is to take an active approach to goals and goal setting. If the goals are too unstable
in concept, or change from one day to another, it will be hard to sustain a positive motivational
and psychological approach to an artistic life.
Summary
In conclusion, I have found that the dynamism of TSP theory (Ford, 1992; Ford & Smith,
2007) is a more thorough way of examining the contextual makeup of both myself and any
aspiring artist. This does not diminish the importance of SDT theory (Ryan & Deci, 2000), but
the structural components are better suited to this inquiry because of the focus on emotions and
beliefs.
When distilling the overall image of an artist-in-context, the overriding characteristic is
emotions. Emotions were the most powerful component in my experience and yielded a series of
personal decisions in which the emotions of the moment were the catalyst that required important
decisions be made in order to satisfy the passionate reaction to stimuli. A deeper dive into
positive psychology (Petersen et al., 2009; Seligman & Csikszentmihalyi, 2000, 2014; Seligman,
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2010) could allow this researcher to explore the emotion/creativity connection and better
understand its effect on an artistic person.
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